The images of homeland in the exile poetry of Beidao and Joseph Brodsky. by Ko, Chung Man Cynthia. & Chinese University of Hong Kong Graduate School. Division of English.
The Images of Homeland in the Exile Poetry 
of Beidao and Joseph Brodsky 
KO Chung Man Cynthia 
A Thesis Submitted in Partial Fulfillment 
of the Requirements for the Degree of 




©The Chinese University of Hong Kong 
June 2005 
The Chinese University of Hong Kong holds the copyright of this thesis. Any person(s) 
intending to use a part or whole of the materials in the thesis in a proposed publication 
must seek copyright release from the Dean of the Graduate School. 
m 
"It doesn't matter whether it's good or bad—it was I who did it."' 
Olivier Messiaen 
I Almut RoBler. Contributions to the Spiritual Words of Olivier Messiaen. Duisburg: Gilles und 
Francke Verlag, 1986. 35. 
Contents 
A cknowledgement i 
Abstract iii 
摘要 V 
Introduction: Nationalism, Exile and Homelands 
Nationalism and Exile 1 
Chapter One: Spaces of Nostalgia and Subversion: Memory as Imaginary 
Homelands 
The Split Identities of the Political Exile 22 
Memory as Imaginary Homelands for Exile Writers: Definition 29 
Memory as Imaginary Homelands for Beidao and Brodsky 40 
Concluding Remarks 66 
Chapter Two: Obsession with the Past: Cities Traveled as Surrogate 
Homelands 
The Exile Writers' Despair towards the Future 68 
Cities Traveled as Surrogate Homelands: Definition 72 
Surrogate Homelands in Beidao，s and Brodsky，s Endless Journey 80 
Concluding Remarks 104 
Chapter Three: Spaces of Solitude: The Linguistic Homelands 
Exile and Language Crisis 106 
Linguistic Homelands for Exile Writers: Definition 112 
Linguistic Homelands for Beidao and Brodsky 122 
Concluding Remarks j 5 j 
Conclusion: Textual Spaces as Homelands for the Exile Poets 153 
Works Cited I59 
Acknowledgement 
I would like to express my gratitude to all the faculty members of the English 
Department who have given me thoughtful guidance throughout the thesis writing. 
First, I am deeply indebted to my supervisor, Prof. Wong Lai-ming Lisa, for her 
stimulating questioning, precise editing, excellent scholarship in the comparative 
studies of poetry, and her great patience. Thanks to Prof. Ching Yuet-may for her 
comprehensive reading and helpful comments, to Dr. Peter Crisp for his inspiring 
guidance, his great support and encouragement, and to the staff in Department of 
English for the efficient administrative works. 
I would like to give my special thanks to the following people: 
Wong Yuen-wing Catherine, for her great care and emotional support no matter I 
gained progress, I was frustrated, or I felt helpless in the process of research and 
writing. 
Lee Chi-kuen Martin, for his useful advices on the quotations and the usage of 
the music terms in the thesis. Mr. Lee was formerly the Principal of the violin 
section in Chung Chi Orchestra. He is now a PhD student in music theory at State 
University of New York (Buffalo) and is an expert in the studies of Messiaen birdsong 
music. 
All the professors who have participated in the International Comparative 
i 
Literature Association Conference in 2004, for their stimulating discussions and 
presentations, so that I have a wider exposure to the postcolonial theory, and the 
concept of homeland. 
All the teammates in the Chung Chi Orchestra from 2002 - 2004, for their team 
effort, thus I could have a relaxing environment during my leisure time. 
I give my deepest thanks to all these people and to the other CU friends, who 
have once supported me in the time of writing this thesis. 
ii 
Abstract 
This thesis studies how the two political exile poets, Beidao and Joseph Brodsky 
create three images of homeland in their poems in order to seek for a resolution to 
homelessness. The use of spaces, which represents the images of homeland, is 
common in Beidao's and Brodsky，s exile poems written in different periods, since 
they have left their native states in 1989 and 1972 respectively. Instances of 
Beidao，s exile poetry include the poetry collections entitled Old Snow, At the Sky's 
Ed^e, Landscape over Zero, Unlock and several uncollected poems from Today. 
Those written by Brodsky include the forty-two English original poems, and a few 
outstanding Russian poems and English auto-translations. All these were published 
in his Collected Poems in English in 2000. The exile poets' fashioning of their 
"selves" in textual spaces aims at securing an identity in an alien environment. 
The introductory chapter is a brief recapitulation of the concepts of nationalism, 
exile and homelessness which serve as the theoretical foundation for the subsequent 
analyses. As homelessness is a twentieth-century phenomenon closely related to 
. nationalism, a discussion on the formation of nation-state is essential for explaining 
the origins of homelessness. This research also investigates how exile is different 
from other modes of border-crossing. The discussion further proceeds to explore the 
i i i 
issue of homelessness, which is understood as the crisis in cultural identity. The split 
identities of the exile poets are analyzed according to the temporal relationship 
between the past and the present, and the present and the future. The exile poets are 
unable to formulate a consistent identity both in their pre-exile memories and in the 
foreign places that they travel in the present or the future. 
The three main chapters of the thesis present respectively the three images of 
homeland which appear in the exile poetry of Beidao and Brodsky. Chapter one 
demonstrates how Beidao and Brodsky create the image of homeland by using the 
memory of the native place in order to form a unified identity. Chapter two is about 
Beidao，s and Brodsky's presentations of the familiar sensual perceptions in the cities 
traveled during exile as their surrogate homelands. Chapter three reveals the two 
poets' construction of homeland by using language, which is less vulnerable to the 
passage of time than memory. Finally, the concluding chapter explores how the 



























Introduction: Nationalism, Exile and Homeland 
Exile as a Twentieth Century Phenomenon 
There is a very long history behind exile. This phenomenon can be found ever 
since the ancient period. Exile is associated with many famous names, including 
mythical figures. Examples are Lucifer, who was expelled from heaven; Adam and 
Eve, who were banished from Eden; Odysseus, who had wandered for a long time; 
and Prometheus, who was abandoned on the top of Caucasus Mountains. Many 
well-known writers and thinkers also had the exile experiences, examples are Qu 
Yuan, Ovid, Dante, Rousseau, Swift, Hugo, Lawrence, Joyce, Brecht, and many 
others. However, the meaning of exile in modem time, especially in the twentieth 
century, is radically different from that in the past. Before the twentieth century, the 
exiled people were sent to a stateless island where they spent the rest of their lives, 
after being banished from home country. It is impossible for any person be exiled to 
a stateless territory in the twentieth century when almost all parts of the world belong 
to their corresponding sovereignties. The meaning of exile in the twentieth century 
should be understood in relation to the development of nationalism. Nationalism 
asserts an individual's belonging to a nation-state that is made up of a community of 
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people with a shared language and culture. A nation-state is a basic need for any 
individual. An individual can only interact with others when people around him 
have shared interpretations on behaviors with himself. Therefore, the nation-state is 
the most legitimate homeland for the people in the twentieth century. Leaving the 
native place and settling down in a foreign culture is an existential crisis because of 
the break down of consensus between an individual and his living environment. 
Therefore, many exile writers reconstruct the spiritual homeland in their poems in 
order to compensate their detachment from their home countries, and to resolve the 
existential crises arisen from the foreign living environment. 
To understand the issue of exile as a twentieth century phenomenon, the first 
section of this introductory chapter is to explore the emergence of the exile issue in 
relation to the development of nationalism. Nationalism defines that the nation-state 
is the most legitimate homeland to protect its citizens; while the person-in-exile is an 
outsider to it. Being more than a political phenomenon, exile is also a humanistic 
phenomenon, which implies the exile writers' feeling of being alienated from the 
foreign living environment. This is what leads to the universal problem of 
homelessness of the exile writers. Benedict Anderson's theory on nationalism, 
Edward Said's essay "Reflections on Exile" about the issue of exile and Hannah 
Arendt's concept of homeland are analyzed to illustrate the relationship between 
2 
nationalism and exile. The second section of this chapter is about the reasons 
leading to the universal problem of homelessness of the exile writers. The final 
section illustrates how the three images of homeland: memory, cities traveled and the 
linguistic homeland, act as resolutions to the problem of homelessness. 
Nationalism and Exile 
The word "exile" has semantic association with homelessness. "Exile" in 
English originates from the Latin word "exilium" and the Greek word “alasthai，’， 
which mean "to wander" (Friedrich Paul 159). Wandering is often associated with 
leaving one's native place: Odysseus becomes the exile archetype because of his 
famous story of wandering away from home. The term "exile" also has certain 
political implications. Nicholas Xenos has used the French word "apatrides," or 
stateless; and the German word "Heimatlosen" (237), or homeless, to study the 
characteristics of the refugees after the dissolution of great empires after World War 
One. "Stateless people" (292), is a term created by Hannah Arendt meaning both 
refugees and exiles. As "Heimat" connotes both home and a native place, "exile," in 
this way, signifies the deprivation of state protection. Exile is therefore a political 
phenomenon in the sense that it is the sovereignty of a nation-state which has the 
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ultimate power to decide who should be excluded from the national boundary. 
Exile is also a humanistic phenomenon as it refers to an individual's alienation 
feeling towards the new living environment after leaving the native state. Being 
different from the above quotations, Timothy Weiss explains the term "exile" in terms 
of an individual's perspective. He regards that exile as the loss of close connection 
between oneself and the others within a group, such as family, community and society, 
among which one lives or has lived (Weiss 5). The decision of a person to go for 
exile implies that he feels alienated from the native living environment. He may 
leave his native place voluntarily when he finds that the majority people, who choose 
to obey the state ideology, think differently from him. Generalizing from the above 
definitions, a simple conclusion can be drawn that the term exile refers both to a 
geographical displacement away from the native state and a feeling of alienation from 
one's native place. These two elements may carry a cause-and-effect relationship: 
the feeling of alienation leads to one's physical departure from homeland, or one's 
tendency to rebel the native state, that directly leads to the expulsion by the native 
state. 
Nationalism implies the common language and consensus on the interpretations 
of behaviors within the nation-state which are essential for an individual to interact 
with his native state and to be a part of it. Understanding nationalism is the 
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pre-requisite of illustrating the alienation problem of the person-in-exile. 
Nationalism explains the factors leading to the formation of nation-states. Benedict 
Anderson believes that nations, which are developed since the nineteenth century, are 
“imagined political communities" (Anderson 6) because the linkage among the 
subjects within a nation-state is imagined. Even within the smallest nation, 
individual subjects will never know most of their fellow-members, meet them, or even 
hear of them. Moreover, the imagined linkage among the subjects within the 
nation-state is formed through the use of a common language. Anderson further 
explains that the imagined linkage is related to the emergence of the print-market and 
the development of the written vernacular language since the sixteenth century. 
Before the emergence of the written vernacular language, the initial print market was 
concentrated among the thin stream of Latin literate readers. The publishing houses 
decided to explore the potential huge market of the non-Latin literate masses after the 
saturation of the elite Latin market in 1500-1550. The written vernacular 
consolidates a foundation for the development of national consciousness because of 
the following reasons. Since the written vernacular is closer to the utterances in 
everyday life, it provides a unified field of communication and exchange of ideas 
among the general public with the same language group in a more efficient and 
far-reaching way. The use of the written vernacular in ruling bodies contributes to 
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administrative centralization which is essential to a national government. Anderson 
further points out that the newspaper is an important device in contributing to the rise 
of national consciousness (Anderson 33-5). The simultaneous consumption of 
newspapers within a day among a huge number of people in the same community 
facilitates the imagined linkage, or the consensus of understanding of behaviors. 
The juxtaposition of causally unrelated events in newspapers also implies the 
imagined linkage among the subjects and their surroundings. In the twentieth 
century, the newspaper is an important device to maintain the "imagined linkage" 
among the vast number of citizens within the nation-states as well as the others 
beyond the national boundary. To draw a conclusion from Anderson's idea, a 
nation-state sets a finite boundary upon its subjects with the same language and 
culture beyond which lies other nation-states; therefore, its membership is exclusive. 
The national identity is not voluntarily chosen by an individual. The native culture's 
influence on an individual's behavior and thinking is so great that it still exists even 
when he is physically disconnected from the native state. 
Nationalism explains the reasons for more and more people regarding their 
nation-state as homeland. Although homeland and nation-state are very different 
notions conceptually, nation-state is the most legitimate homeland for people since the 
twentieth century. The development of nation-state since the nineteenth century took 
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in the form of national groups' searching for their territory, such as Greece, Italy, 
Germany and Hungary (Xenos 239). This illustrates that territorial integrity is as 
important as national identity. Moreover, there are more examples in the twentieth 
century showing that people identify their state as their home. The Lausanne 
Convention after the Greco-Turkish War in 1919-22 suggested "a compulsory 
exchange of population between the Turkish nationals of the Greek Orthodox religion 
in Turkish territory and the Greek nationals of the Muslim religion in Greek territory, 
in order to draw a clear national boundary between Greece and Turkey according to 
the religion of the people" (Xenos 239). Therefore, exile, in the political sense, 
means the deprivation of state protection. What a stateless person suffers is the 
irrecoverable loss of human rights. In the discussion of statelessness of the refugees 
at the end of World War II’ Hannah Arendt writes: 
The first loss which the rightless suffered was the loss of their homes, and 
this meant the loss of the entire social texture into which they were born and 
ill which they established for themselves a distinct place in the world. This 
calamity is far from unprecedented; in the long memory of history, forced 
migrations of individuals or whole groups of people for political or 
economic reasons look like everyday occurrences. What is unprecedented 
is not the loss of a home but the impossibility of finding a new one. 
Suddenly, there was no place on earth where migrants could go without the 
severest restrictions, no country where they would be assimilated, no 
territory where they could found a new community of their own. This, 
moreover, had next to nothing to do with any material problem of 
overpopulation; it was a problem not of space but political organization. 
(296) 
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The above quotation is self-explanatory when it is understood from a humanistic 
perspective. Arendt believes that the person-in-exile suffers because he is not 
entitled to any protection of human rights by the foreign states. However, the 
person-in-exile's sufferings will not be lessened even if he is granted the right to 
asylum by some host states. Besides the provision of human rights, the state also 
gives an individual a familiar context with native language and culture. Exile is the 
harshest punishment imposed by the native state: the state deprives the person-in-exile 
of his intimate connection with the irreplaceable native cultural environment. 
Despite the political origin of the issue, exile leads to an individual's alienation 
from the adopted cultural environment that makes it different from the other 
border-crossing experiences. The twentieth century is an age of geographical 
displacement because of modem warfare, imperialism, and totalitarianism. Many 
people are away from their homelands having different modes of border-crossing 
experiences: exiles, immigrants, refugees, colonialists and anthropologists. However, 
this thesis focuses on the specific definition of exile which is distinguished from the 
other border-crossing experiences stated above. Therefore, explaining the term 
"exile" in comparison with the definitions of the other terms is necessary to avoid any 
possible confusions. Exile is associated with the ancient practice of banishment of 
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an individual by his native place. In the twentieth century, the exile condition is 
common in totalitarian states, such as the Soviet Union and the People's Republic of 
China, as these states often abuse their sovereign power to banish their subjects once 
their political ideas do not conform to the state ideology. To be more specific, the 
term "exile" that this thesis refers to is the political exile. While both the political 
exiles and the migrants migrate from one nation-state to another, the former refuse to 
integrate into the host culture; but the latter voluntarily adapt to the host culture 
(Abdul 101). There is such a difference because it is the migrants' personal choice 
to move to another nation-state. Refugees, similar to exiles, emerge in the 
twentieth-century. Refugees refer to "large herds of innocent and bewildered 
people" (Said 1994: 181) requiring urgent international political and economic 
assistance. Examples of refugees were the "stateless people" because of the 
dissolution of the large empires, the Russian Romanov Empire, the Turkish Ottoman 
Empire and the Austrian-Hungarian Hapsburg Empire, after the First World War. As 
the leaders of different national groups fought against one another for their own 
territories, the lives of these stateless people are under serious threat. However, 
political exile is a solitary experience while refugees are often in groups. 
Colonialists and anthropologists may move to the state which they rule over or they 
study about respectively. Both colonialists and anthropologists are not banished 
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from their home country and they do not have the desire to adapt to the host culture. 
The colonialists only treat the people in the colony as objects to rule over while the 
anthropologists are professionals who observe and analyze the host culture objectively 
by keeping a distance from the host culture without going native (Abudul 102). In 
this way, political exile is an issue about an individual's refusal to integrate into the 
adopted culture because of their forced disconnection from their undeniable native 
cultural linkage. 
From the above definitions, nationalism assumes that the writers in political exile 
suffer from both the geographical exile and the metaphorical exile. "The real exile," 
or geographical exile, and the "metaphorical exile" (1993: 373) are terms created by 
Edward Said. The former refers to the physical dislocation away from the native 
place; while the latter the mental state of alienation or detachment once he is away 
from his native place. The geographical exile is a necessary condition for the 
metaphorical exile. The first reason is that the geographical displacement results in 
the alienation from the foreign culture. Nationalism assumes that the native state 
provides an individual with a complex set of relationships—family, society, and 
cultural values—which is highly essential for an individual. By engaging in these 
relationships, an individual develops a sense of belonging to the native state. The 
physical dislocation implies their withdrawal and alienation from the adopted cultural 
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environment, as the political exile writers leave their native state out of unwillingness. 
The second reason of the geographical exile as a necessary condition is that the 
geographical displacement opens up a new manner of perception for the 
people-in-exile of themselves as well as their native culture: 
Exile is more than living life away from one's home; it is a break with the 
centre and a manner of perception from the margins of other worlds.[.. .] 
Exile can lead to an awakening to heterogeneity and the basic connection 
between self and others. (Weiss 5) 
As the travelers situating at the margin of both the native and the foreign cultures, the 
people-in-exile conduct cultural exchanges between the native and the foreign culture. 
They have new understandings of the native culture from the perspective of the 
foreign culture, and vice versa. However, whether an exile is able to develop his 
new vision towards the host culture or not really depends on his positive or negative 
response towards the "other". Owing to the forced departure, political exiles often 
respond negatively to the host culture by being obsessive about the faraway native 
place. When constructing their imaginary homelands, they perceive their present 
exile life from the perspective of their past self and elaborate it in terms of their 
pre-exile life. Therefore, the problems of homelessness and alienation prevail 
because of the irreconcilable differences between the foreign cultural contexts and the 
exile writers' memory of the native place. To have a comprehensive understanding 
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of the problem in the exile poems, the political exile should be regarded as the 
metaphorical exile, or the irresolvable alienation from the foreign cultural context, 
stroke off by the geographical exile. 
Homelessness 
The political exile writers construct their imaginary homelands to resolve the 
problem of homelessness. Homeland is a basic need for an individual. An 
individual needs to take root in a community in order to survive, although most of the 
people are not aware of their natural linkage to the native place. In her famous work 
The Need for Roots, Simone Weil points out a similar argument, 
To be rooted is perhaps the most important and least recognized need of the 
human soul. It is one of the hardest to define. A human being has roots 
by virtue of his real, active, and natural participation in the life of a 
community, which preserves in living shape certain particular treasures of 
the past and certain particular expectations for the future. This 
participation is a natural one, in the sense that it is automatically brought 
about by place, conditions of birth, profession, and social surroundings. (43) 
Homeland is not merely a geographical place that a person lives in, or a political 
entity that provides a person a set of human rights. It is a cultural context that makes 
the "natural participation" of people in a community possible. To put it simply, an 
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individual's behavior would be meaningful both to the community and to himself only 
if the people within a community have a shared language and a common 
understanding on the interpretations of actions. Within certain cultural setting, home 
also gives an individual a meaningful memory and thus, promises an expectation for 
the future. Therefore, when the political exile is removed from his own culture, he 
will suffer from alienation because of the disorientation about the direction of future 
life and the existential crisis about the meaning of self in an alien context. 
The political exile writers' homelessness can be analyzed from three temporal 
dimensions. First, the political exile writers' suffering from homelessness is 
originated from the drastic split between the past and the present self. An individual 
has the feeling of being at home in the native place because he is able to form the 
continuity from the past to the present and to foresee his own future. Said believes 
that exile is "a discontinuous state of being" because "exiles are cut off from their 
roots, their land, and their past" (177). For the political exile writers, the split 
between the past and the present creates the existential crisis of their selves in two 
different ways. On the one hand, Domnica Radulescu points out that the exile 
memory has a particular function "to hold and keep alive the information and 
experience of one's most important and formative experiences from childhood to the 
time of the exile" (190). These memories belong to a totally different cultural 
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context. The exile writers suffer from the feeling of disorientation when they are 
unable to form a continuous memory of personal growth. On the other hand, the 
political exile writers, who demonstrate their individuality by being rebellious against 
the totalitarian state, find it impossible to unite the past with the present when they are 
situated in the democratic host cultures. The political exile writers need to restore 
their feeling of home by unifying the split memories. 
Second, the political exile writers suffer from homelessness when they are 
unable to project any expectation to their own future. The exile writers live in 
solitude and fear because they are cut off from their past and are unable to foresee 
their future. The future home-returning seems impossible. Their entry to the native 
place is barred by the decision of the state; while an actual returning would probably 
make them suffer from another split with the native place after the departure for 
prolonged years. Many exile writers are homeless as they are destined to continue 
their endless travel over the alien places for the rest of their life. The endless travel 
without a destination to settle down is tiresome and frustrating. Certain sensory 
stimuli, such as color, smell, and visual images, in the foreign places can revive their 
memory easily (Radulescu 189, 199). As these sensory stimuli may have specific 
meanings in a particular cultural context, the richness of the memory about them 
would remind them about the meaninglessness of the familiar sensation in the present 
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reality. The paradoxical feelings of familiarity and loss are frustrating to the exile 
writers as these are reminders of their unreturnable native place. The political exile 
writers need to regain the feeling of security by defining a new direction for their 
future life. 
Third, the exile writers' language is being uprooted when they feel that their 
mother tongue is detached from its cultural context. As nationalism assumes a 
shared language among the subjects within the nation state, it is closely attached to its 
own cultural context of interaction. Language system will develop and change 
slightly from time to time as the linguistic interactions take place among the people 
through daily conversations, newspapers, or other literatures. Therefore, the exile 
writers find it difficult to articulate in their mother language when their languages are 
remote from such a context. Moreover, the exile writers' use of the mother language 
to portray the "self in exile creates an alienating effect. His mother language cannot 
effectively verbalize his perceptions and feelings in the foreign cultures. Although it 
is an effective medium to portray their childhood memory, such a portrayal makes 
them indulge in the past, and thus aggravate their alienation from the present. The 
bilingual writer who uses the adopted language to write also ends in frustration in a 
similar way. Being a "foreign" language to an individual, the adopted language is 
less effective to portray the inner emotions. Radulescu suggests that "the use of a 
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foreign language to express both joyous and horrible experiences of the past is in 
itself traumatic" (196). As the exile writers often write about the present in terms of 
the past, or vice versa, they will be left with a feeling of insufficiency and frustration. 
To resolve the uprootedness of language, the exile writers have to conduct a critical 
reexamination of the intrinsic properties of their language for writing. Because of 
the impossibility of a true home returning, homelessness is rather an on-going 
problem for the exile writers for the rest of their life. They attempt to take different 
solutions by creating various images of homeland in their exile writings to restore 
their feeling of home. 
Images of Homeland: Memory, Cities Traveled and Language 
The three images of homeland in the exile poetry of Beidao and Joseph Brodsky 
are the memories of the native place, the cities traveled and the linguistic homeland. 
They are closely related to their experiences before their exile. Therefore, the 
memories of the native place play a crucial role in the creation of these images of 
homeland. First, the exile poets' memories of the native place form the homeland 
for the exile writers because they are important raw materials for their imagination as 
well as their formation of a new identity in the adopted culture. As the memories of 
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childhood are essential for the formation of an individual, for the exile poets, writing 
about these memories is a way to reassert the linkage to their native cultures, and thus 
to develop a new identity out of this. Memory is never a stable entity. Different 
bits of memories are evoked depending on how the exile poets spontaneously react to 
their thoughts at a particular moment. In this way, negotiating a new identity means 
a re-creation of the memories in relation to their perceptions and their experiences in 
the adopted culture. However, the exile writers often emigrate from the totalitarian 
state, so in their eyes, not all the memories of the native place provide them spiritual 
support. The traumatic memories of political suppression threaten the exile writers 
constantly. Moreover, the reading public often regards the exile writers as the 
dissentient of their native governments. Joseph Brodsky, the 1987 Nobel Prize 
laureate in Literature; and Beidao, the popular candidate to be the first Chinese Nobel 
Prize winner in the 1990s are labeled as dissentients. Therefore, creating the image 
of homeland out of the memories of the native place is a painful process. 
Second, the exile writers take the cities traveled as surrogate homelands because 
they are often fascinated by the sensory stimuli of the cities traveled which are similar 
to those in their childhood memory. They construct the surrogate homeland by 
interpreting the cities traveled in terms of their memories about the native city, in 
order to have a temporary relief of the nostalgic feeling. Although a particular place 
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changes as time passes away, the exile writers often have certain subjective 
impressions towards the distinct landmarks, or the climates, of their native cities. 
Memory, thus, becomes the point of reference when the exile poets write about the 
cities traveled. While memory is a source for their imaginations, the cities traveled 
are downplayed as the shadows of their native places. 
Third, finding it difficult to create a consistent identity with the memory of the 
native place, the exile writers also attempt to use their native language, or for the 
bilingual writers, the adopted language, to create artificial spaces to secure themselves 
in the alien living environment. The use of the native language demonstrates the 
exile writers' attempt to redeem the secure feeling by reasserting their linkage to the 
native place; while the use of the adopted language aims at facilitating the interaction 
between their self-created private linguistic spaces and the larger cultural context. 
The spiritual homelands created in the exile poetry transcend the cultural differences 
to compensate the exile poets' loss of orientation. Despite its close association with 
the poets' pre-exile life, the creation of the images of homeland is a self-initiated 
re-orientation of the lost identity due to displacement. 
The abundant self-reflective poetry of the Chinese poet Beidao and the bilingual 
Russian poet Joseph Brodsky are appropriate texts to illustrate the concept of 
homeland for the writers in exile. This thesis will investigate mainly the poems 
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written after Beidao and Joseph Brodsky have left their home countries in 1989 and 
1972 respectively. The sources of Beidao's poetry after his exile include Old Snow, 
At the Sky's Edge’ Landscape over Zero, Unlock and several uncollected poems from 
Today. As Joseph Brodsky is a bilingual writer, the forty-two English originals, a 
few English translations from the outstanding Russian poems and the English 
auto-translations in his Collected Poems in English are considered, in order to make 
the comparative study more substantial. However, the poems written in original 
language or auto-translations are the main target texts because these texts are more 
accurate sources for analyzing the identities of the exile poets. 
Chapter one of this thesis is about Beidao’s and Brodsky，s use of the memory of 
the native place to construct the imaginary homeland. To overcome the problem of 
split selves, the exile poets need to unify the past and the present as a continuity. 
Selecting and reinterpreting the pre-exile memory are necessary for finding a new 
way to adapt to the life in exile. Therefore, memory as imaginary homeland is a 
temporal space within which the exile poets express the present in terms of the past so 
as to interpret and construct a new self. 
Chapter two discusses how Beidao and Brodsky take the cities that they have 
traveled as surrogates of their native cities. Fearing the threat of the unforeseeable 
future, they are helpless in resolving this uncertain situation. Taking the cities 
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traveled as the surrogate homeland is a temporary relief to their anxiety. As both 
poets' native cities are the cultural centres of their native state, Beijing and St. 
Petersburg, they are obsessed with the sceneries of the big cities that are similar to 
those in their native cities. Brodsky is a more nostalgic poet than Beidao as his 
Venetian poems reveal his obsession with the harsh weather of St. Petersburg. 
Beidao is more obsessed with his dissentient identity as he is fascinated by the 
experiences of political oppressions in the foreign cities. The cities traveled are real 
geographical spaces which the exile poets experienced through memory when the 
poets attempt to recover the lost native place and the past identity. 
Chapter three addresses how the linguistic homeland created by the exile poets 
becomes resolution to the problem of uprootedness of their language. The loss of 
memory is common among the exile writers who are away from the native place for a 
prolonged period. Language is a more stable raw material for construction of the 
imaginary homelands. Firstly, the exile poets invent private spaces where they can 
keep on using their mother language. They also attempt to create a new context so 
that they are more able to interact with the larger foreign cultural contexts. Brodsky 
assigns unique functions to each of the two languages for writing~the mother tongue 
as a medium to reach his inner self; and the adopted language to articulate his public 
self—to achieve the two aims stated above. The linguistic homeland consists of 
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linguistic spaces which have their own inner logic to interact with the cultural 
contexts outside. 
I have proposed that homelessness is an irresolvable issue for the exile writers. 
The following three chapters of the thesis will demonstrate that the three images of 
homeland are imperfect surrogates to the native place. Indeed, they are no more than 
artificial constructions that deviate from the larger reality of the foreign cultural 
contexts. The quest of homeland of Beidao and Brodsky now begins with memory 
as imaginary homeland. 
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Chapter 1: Spaces of Nostalgia and Subversion; 
Memory as Imaginary Homelands 
The Split Identities of the Political Exile 
This chapter examines how the memory of the native places is transformed into 
temporal images to express the nostalgic feelings and, contrastively, the subversive 
tendency against authority in Beidao，s and Joseph Brodsky's poetry. Existential 
crises are common among political exiles because they suffer from the split in 
identities between the selves before and after exile. They fail to constitute a 
continuous identity for themselves because of the drastic changes both 
materialistically and ideologically from the old to the new living environment. 
Despite their political inclinations of being anti-totalitarian, the political exiles often 
feel that their old dissentient selves are alienated from the foreign national-cultural 
contexts. They have such a feeling because their respective totalitarian native 
governments are far away from them after having moved to the democratic countries, 
while the so-called liberal governments are not desirable for them to identify with. 
Ill this way, the "contrapuntal" (Said 1994: 186) relationship between the new 
environment and the memory of the old environment in Edward Said's intellectual 
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exile experience needs further specifications when it is applied to the political exile 
situations of Beidao and Joseph Brodsky respectively. In Said's intellectual exile 
experience, the relationship between the new environment and the memory of the old 
environment is comparable to two harmonious contrapuntal melodies. The 
intellectual exile experience in the different host cultures awakens an exile 
individual's understanding on his "self," culture and society from the perspective of 
the "other" (Said 1994: 186). In Beidao's and Brodsky’s case, the relationship 
between the two living places should rather be described as the two dissonant 
contrapuntal melodies. The dissonant melodies placed in the contrapuntal manner, 
which refers to the superimposition of one melodic line against the other, assimilate 
the incoherence between the experiences in the alien environment and the memory of 
the native place. Moreover, dissonance is a better term to portray the political exile's 
estrangement to the alien culture. The alien environment is less a catalyst for 
opening up new vision than an intimidation to the identity of the political exiles. 
Therefore, it becomes difficult for the exile poets to unify the split identities. 
Both Beidao's and Joseph Brodsky’s self-reflective poetry reveals their 
awareness towards the inconsistency of identities. As the title suggests, Brodsky 
expresses his need of a constant identity in "Constancy," a poem written in 1989. He 
explains the transformation of his "self in the foreign living place by using the 
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temporal metaphor of evolution, "Evolution is not a species' / adjustment to a new 
environment but one's memories' / triumph over reality..." (Brodsky 363). The 
memory symbolizing the past self and the reality representing the present self are in a 
hierarchical relationship with the former "triumph[ing] over" the latter. Beidao 
shows his uneasiness by using images to highlight the sharp contrast between the lives 
before and after exile. The metaphor of temporal disjunction appears twice in two of 
Beidao’s poems collected in his first poetry collection after his exile, Old Snow. In 
“The Bell," Beidao's loss of the sense of temporality is symbolized by the 
disintegration of what he calls a time curtain: "time's curtain / opened by the silent 
bellringer / disintegrates, adrift in the sky / the days strike, one endlessly after the 
other" (trans. McDougall and Chen; 1995: 114-5). Perceiving the scattered "days" 
as lacking in a temporal order reveals his fear towards the impossibility of forming a 
continuity between his life before and after the exile. In "Restructuring the Galaxy," 
Beidao appears as an observer trapped in the short instant in the present, which is 
between the past and the future. This is presented spatially as two open doors: "it is 
the spectator who suffer / between two opposite / open doors" (trans. McDougall, 
Bonnie S. and Chen, Maiping; 1995: 117). Metaphorizing the present as a vacant 
space between the two opposite exits implies the poet's confusion about his identity 
when facing the disruption between the unredeemable past and the unforeseeable 
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future. Besides showing the consciousness of their split identities, the two exile 
poets also attempt to unify the identities by writing about the pre-exile memory. 
Memory acts as the imaginary homeland of the political exile writers in the sense 
that it is the locus of a unified personal identity. The existential crises of the political 
exile writers can never be resolved unless they are able to integrate their split selves. 
Nicola A. King said, 
The consistency of consciousness and the sense of continuity between the actions 
and events of the past, and the experience of the present, would appear to be 
integral to a sense of personal identity. (2) 
In other words, recollecting and reinterpreting memory are important procedures of 
reconstructing a consistent personal identity. With the disrupted memory, the exile 
writers need to create new meanings to the experiences of the past in their writings in 
order to reconstruct the present self in a new cultural context. Writing about memory, 
in this way, is the exile writers' ongoing negotiation of identification. This is what 
makes the memory an inexhaustible subject matter for the exile literatures. 
Moreover, writing about their home countries also implies the exile writers' 
undeniable linkage to the native cultures. Memory forms the imaginary homeland of 
the political exile writers because the experiences, but not the physical geographical 
location, are where the sense of identity originates in. Therefore, analyzing the ways 
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that the exile writers transpose their memory into the linguistic form is essential for 
investigating the process of formation of a new identity in the foreign cultural context. 
However, when creating the imaginary homeland, both Beidao and Brodsky face 
the obstacle that they are frustrated in handling the contradictory passion towards their 
memories of the native countries. These memories are sometimes suffused with a 
sense of nostalgia because they remind the exile writers of the forced cut-off from the 
natural tie to the home country. Brodsky，s poems about the Russians' daily habits in 
St. Petersburg are made up of nostalgic expressions. At the same time, the memories 
may also create uncomfortable feelings for the exile writers because the political 
suppressions remind them of their inescapable fate of exile. The intervention of the 
totalitarian authorities has made the native countries unsuitable for the dissentient 
writers to live in. The trauma of being oppressed explains the poets' antagonism and 
subversive inclinations against political authority, no matter it is totalitarian or 
democratic in nature. Brodsky is relatively more consistent than Beidao in his love 
towards the native city and culture, as well as his hatred towards the political 
authorities. His use of the second language, which expresses the foreign experiences 
effectively, is helpful for transforming his hatred against the native government into a 
more general concern about the oppressiveness of the political authorities. On the 
contrary, Beidao，s poetry often reveals his attitude of self-denial towards his native 
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culture. The oppressive state defines the Communist Chinese culture by its strict 
control over the education system and propaganda. Unfortunately, the Chinese 
traditional philosophies are totally abandoned in schools during the Cultural 
Revolution. Therefore, Beidao lacks a unified concept of "Chinese culture" to which 
he can express his nostalgic feelings unreservedly. As the ideological Communist 
culture occupies his memory, he feels himself alienated from the traditional Chinese 
culture. Moreover, the Communist's control over the education system also explains 
Beidao's inability to transform his hatred of the native state by using the second 
language as Brodsky does. Having been a teenager during the Cultural Revolution, 
Beidao was prohibited from receiving any professional training in foreign languages, 
not to mention accessing to the western books with democratic ideas. He could only 
get into contact to a limited amount of banned publications of translated western 
writings on literature, politics, history and economics through underground 
circulations. Being fascinated by the western ideas, he regarded them as the means 
to rebel against the official ideology. Brodsky's fervent love for the Russian culture 
explains his stronger nostalgic feelings about his native country than Beidao. 
Memory emerges in mind spontaneously, and thus it is subjected to multiple 
interpretations. Constructing the imaginary homelands based on an ever-changing 
entity requires the two poets' extra creative power to reunify the split selves. To 
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understand whether the imaginary homeland can unify the split selves or not, studying 
how they reconcile the two contradictory forces of nostalgia and subversion is 
absolutely necessary. The issue of formulating a new identity will be addressed in 
the second section by analyzing how the memories of the native place are used to 
establish a linkage between the past and the present in the exile poetry, and how the 
"contradictory forces become the obstacles of identity formation for the two poets. 
The solutions of these two problems can serve as the defining features of the 
imaginary homelands. The theoretical framework in the following section aims at 
forming a concrete foundation for the subsequent comparisons in the third section: 
Brodsky is more capable of overcoming the contradictions between nostalgia and 
subversion. Brodsky's use of the adopted language to write in the more recent exile 
poems after 1980 successfully transforms his memories into new poetic images that 
could not be found in his pre-exile poems; while Beidao, as a monolingual writer, 
finds it difficult to achieve a new identity by using the highly ideologized Communist 
language. To define the features of the imaginary homelands, I will first examine the 
different ways that the memories representing nostalgia and subversion link up the 
present and the past. 
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Memory as Imaginary Homelands for Exile Writers: Definition 
Memory Representing Nostalgia 
Digging deep into the memories of the native place is indispensable for unifying 
the split selves of the past and present. Accessing to the young age of an individual 
is absolutely necessary for creating the new one. The memories of the native place 
have formed a secure basis for the political exile writers. Andres Gurr said, 
Typically the home is set in the past, in memories of childhood, as a recherche 
for the temps perdu, the home of memory, which is the only basis for a sense of 
identity which the exile writer can maintain. (11) 
Gurr believes that the memories of childhood are the foundation of the sense of 
identity because they give the exile writers a secure feeling. The first reason is that 
memory is totally private to an individual: he has a unique access to what has 
happened to him once it has entered into his memory. The second reason is that the 
world since the twentieth century is highly nationalistic; and the native nation-state is 
the most legitimate home for any individual. For these writers, the memories about 
the daily life in the native state often arouse the feeling of home returning. In this 
way, the political exile writers' writing about the memories of the native places 
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signifies the assertion of their undeniable linkage to the collective identity~the state 
and the culture. As memory becomes the sole way to connect to the forbidden native 
country, the political exile writers also tend to dwell within this secure mental space in 
order to relieve their homesickness. Because of the exile writers' sensational 
attachment to their native soils, the memory representing nostalgia is often associated 
with physical appeals, such as the sensual perceptions and the geographical features 
of the native country. 
Memories presented in the exile writings gain new meanings when juxtaposed 
with the present. It is the familiar sensual perceptions in the foreign environment 
which stimulate the exile poets' desire to recollect the memories of the old days. In 
this way, the nostalgic feelings are often associated with the sensual perceptions of a 
particular geographical locale. Exile writers are particularly sensitive travelers 
towards the differences between the old and the new living environment. The exile 
writers cherish the sensations of the alien environment that are similar to those in their 
memories; while for those that are absent, the exile writers revive them in their 
writings. Brodsky is an outstanding example because his native city, St. Petersburg, 
is distinguished by its harsh weather and its industrially backward living environment. 
He recovers the lost sensations in his poems, such as "A Photograph" and "The Fifth 
Anniversary." In "Smells," Beidao laments about the problem of moral degradation 
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of the Communist society when he perceives the dull, unpleasant smells that associate 
with the smells in the flea-market. Instead of being the actual perception in reality, 
the outstanding landscape of a certain geographical locale, such as the Neva River in 
Si. Petersburg, are merely the symbolic associations of that place constructed by 
human imagination. What Edward Said has mentioned explains why landscapes are 
often associated with homeland in different national literatures, 
Geography stimulates not only memory but dreams and fantasies, poetry and 
painting, philosophy (as in Heidegger's Holzwege), fiction (think of Walter 
Scott's Highland novels), and music (as in Sibelius's Finlandia or Copland's 
Appalachian Spring). (Winter 2000: 181) 
Landscape, such as forests, mountains, and rivers, arouses human imagination. The 
reason is that people often associate landscape with permanence, but actually it 
changes seasonally according to the weather of the place. People often imagine that 
landscapes are saturated with layers and layers of meaning. This explains why 
Beidao’s and Brodsky，s poetry makes abundant uses of metaphors of the so-called 
permanent landscapes to serve as a timeless linkage between the past and the present. 
Memory is rather a temporal concept, which is about the exile writers' constant 
reinterpretations of the past in relation to the present, despite its presentation in the 
form of spatial images. The proposition about the need of the sensory stimuli in the 
present to evoke the memories, implies that memory is not a mechanical recording of 
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the past experiences. Something that is absent in reality can also form parts of the 
memory: 
One might ask how it is possible that though the affection [the presentation] 
alone is present, and the [related] fact absent, the l a t t e r t h a t which is not 
present一is remembered. (Aristotle 609) 
Memory is sometimes an individual's metaphorical impression, or "affection," in the 
perceptual mind, instead of a factual record of the process of the original experience. 
The exile writers' memories of the native place assume certain temporal order in the 
sense that certain metaphorical impressions are meaningful only in the pre-exile 
context. When the exile writers encounter the familiar sensory stimuli which make 
them mentally associate with certain affections, the past events hidden in their mind 
("the fact absent") are activated in the new cultural framework. Due to the change of 
temporal framework, the renewed memory will probably become the reinterpretation 
of the past events, when the writers attempt to transpose their memories into the form 
of language. It explains the "contrapuntal" relationship between the past and the 
present: the exile writers are aware of the experiences both in the past and in the 
present, once their "affections" are aroused by the sensory stimuli. In other words, 
the presentation of memory in the exile literatures signifies the writers' constant 
reinterpretations of the past events from the perspective of the particular instant when 
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they write. As homeland means identity (Blickle 66), memory acts as the imaginary 
homeland for the exile writers because it is a textual space for them to create meaning 
for the present self in a new space and time. 
The degree of secure feeling that is derived from the imaginary shelters depends 
on whether the exile writers are capable of creating new temporal and cultural 
frameworks for their metaphors of memories or not. To be more specific, the poems 
about the memories of the native place are "metaphorical transposition of the reality"' 
into a new context. Therefore, the biographical information of the poets is relevant 
to the formation of the cultural framework for the poems analyzed. An important 
difference in background between Beidao and Brodsky is useful for explaining 
Beidao,s stronger subversive tendency. Because of the severe ideologization in most 
aspects of life during Beidao's childhood in Communist China of the 70s (Zhong 16), 
he is much more cautious in his elaborations of the relationship with the mother 
country. On the contrary, owing to the sudden breakup of the Stalinist control in 
1956 (Polukhina 4)，Brodsky's generation was relatively open to the different sorts of 
literatures as well as the opinions on the issue of political oppression. His great 
enthusiasm in Russian literature was thus developed. Brodsky's loyalty to the 
I Milosz, Czeslaw. "Notes on Exile." Altogether Elsewhere: Writers in Exile. Ed. Marc Robinson. 
Winchester: Faber and Faber, 1994. 37. Milosz once uses the phrase "symbolic transposition of 
reality" to describe the exile writer's writing about the condition of exile. 
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Russian soil—the cradle of the Russian literature~explains his thirst for the absent 
sensory stimuli in his Russian poems. However, the memory representing nostalgia 
is less an ideal homeland than expected. No matter how well the memory is 
transposed into language, it implies the loss of the same sensation. The ability to 
remember is vulnerable for the exile writers because they lack the native cultural 
context to revive their memories constantly. 
Memory Representing Subversion 
Unfortunately, making use of the memories of the native place to create their 
imaginary homeland is not an easy task for the exile writers because they have a 
tendency to subvert their native nation-state. The subversive tendency hinders the 
identity formation because it is in conflict with their nostalgic sentiment to the native 
culture. The hatred towards the state collectivity is common among exile writers 
because their departure is resulted from the traumatic suppressions imposed by the 
native state. Refusing to satisfy the ideological demands of the Soviet authority, 
Brodsky was arrested as "militant parasite" in 1964 and was sentenced to five-year 
hard labor in Archangel, an area close to the Arctic Circle, before he was deported to 
the west in 1972 (Sosin 20). Traveling in Germany during June, 1989 (Beidao 1998: 
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177, 204), Beidao chose not to return to China because he resented the intolerance of 
the state to the uncompromising intelligentsia in its brutal treatments of the protesters 
in the June Fourth Incident. Therefore, many of the outstanding poems of Brodsky 
and Beidao illustrate the theme of anti-authority: Brodsky's sympathy towards the 
Poles and the Germans before the fall of the Berlin Wall symbolizes his subtle protest 
to the totalitarian authority; Beidao，s "Midnight Singer" and "June" make obvious 
metaphorical reference to the violence of the June Fourth Incident. The traumatic 
experiences are obstacles of identifying the memories of the native place as the 
spiritual homeland. 
Whether the exile writers could unite the split selves or not depends on how they 
overcome the repulsion against their traumatic memories. In fact, these memories 
are not evoked by externalities such as sensory stimuli; they resemble nightmares 
attacking the exile writers mentally from time to time. The reason is that these 
traumatic memories often form a dominant part in the memory of the exile writers. 
Moreover, they serve to be the reminders of their status as the outcast of their native 
states. As these striking experiences are at the drastic turning point between the 
writers' past selves and the present selves, it is particularly difficult for them to use 
these memories to define themselves in the present context, especially when the 
totalitarian authority is absent. Beidao's limited capability of overcoming his fear is 
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shown in his presentation of his nightmare by using the secluded spatial images, 
which symbolizes his failure to free himself from his fear. Brodsky also suffered 
from a similar problem in the early years of his exile. In his Russian exile poems in 
the 1970s, his imaginary presence within the Russian culture when he protested 
against the inhumanity of the Soviet government symbolizes his indulgence in the 
past. To find the exit from this secluded mental space signifies the poet's attempt to 
explore the relationship between the past and the present. Brodsky is more 
successful than Beidao in his creation of the new self from the old. Brodsky's 
knowledge in the international language, English, makes it possible for him to 
manifest his subversive sentiments in the metaphors of the world events. Moreover, 
writing in the adopted language creates an alienating effect, therefore, the poet can 
detach himself from the subversive theme. Brodsky is sensitive to the issues of 
political oppression in the world affairs, such as how the Germans are deprived of 
their personal freedoms within the Berlin Wall. In this way, his personal hatred 
towards the Soviet government is transcended into the humanistic concerns with 
suppression. However, expressing the subversive sentiment in relation to the world 
affairs also reminds the writer about his status as an outsider of the native state. The 
painful memories are obstacles for the exile writer's construction of a consistent 
identity, no matter whether the exile writers are able to interact with the new cultural 
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setting or not. 
However, the memory representing subversion is also essential in building up the 
exile writer's uncompromising identities because it signifies an individualistic attitude 
to the dominant collectivity of the state system in the world of the twentieth century. 
Gurr said, "an identity based on one's own home, one's past, one's history, is precisely 
the condition which can be most cramping to artistic freedom" (10). In this way, 
exile provides the writers with the plurality of vision, which means the awareness of 
both the native and the foreign cultures. In fact, their anti-totalitarian attitude is not 
limited to their native governments. Beidao and Brodsky show a stronger skepticism 
about liberal democracy in their exile poems than those before their exile. Beidao's 
"Corridor" and Brodsky's "To the President-elect" are outstanding examples. Living 
in the democratic West, they realize that liberal democratic governments are another 
form of oppressive collectivity. Brodsky describes political systems as empires in 
"Lullaby of Cape Cod": “I have switched empires" (2000: 117). All political 
systems are authoritative, and liberal democracy is not a perfect alternative to 
totalitarianism. Memory representing subversion is necessary for the identity 
formation because the political exile writers' disagreeableness demonstrates their 
individuality. Having been ruled by a totalitarian government, the German 
philosopher, Heidegger, defines heimat, the German concept of homeland, by giving 
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priority to the ability to think independently, 
Could it be that the Heimatlessness of man consists in man's inability to think 
still of his own, true trouble in finding a place to live, his inability to think of it 
as the difficulty. 
(162; cited in Blickle; Heidegger's italics) 
Politically speaking, the exile writers are poetic subjects who can think and write their 
own ideas because they are able to exercise the freedom of creation, once they leave 
the totalitarian native place. Brodsky has made a similar assertion of individuality in 
his Nobel Lecture in 1987. 
Regardless of whether one is a writer or a reader, his task consists first of all 
in mastering a life that is his own, not one imposed or prescribed from 
without, no matter how noble its appearance may be. (3，my emphasis) 
The exile writers are disappointed with the reality because being stereotyped as 
political dissentients is another form of oppression by the collectivity. Their 
subversive intentions against authorities in general can be viewed as their efforts to 
marginalize themselves and to free themselves from the influence of both the native 
and the foreign cultures. 
To conclude this section, reinterpreting the memories of the native place in terms 
of the present may not give the exile writers the feeling of security. Indeed, the exile 
writers have to reconcile the contrastive values: the nostalgic feelings versus the 
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subversive sentiment. As many exile poems often show that the poets are caught by 
the two emotions at the same time, we can guess that it is not easy for the exile poets 
to restore the feeling of security. The subtitles in the next section are thematic 
categorizations: “the memory representing nostalgia" examines poems about the 
poet's sensual perceptions, while "the memory representing subversion" analyzes 
poems illustrating the theme of anti-authority. Moreover, Beidao suffers more than 
Brodsky from the feeling of insecurity because his native culture is contaminated by 
Communism. Therefore, Beidao has fewer poems expressing nostalgia than Brodsky. 
Beidao's "Smells," Brodsky's St. Petersburg poems written in Russian: "A 
Photograph" and "The Fifth Anniversary" are poems about their relationship to the 
native country. Beidao's "Midnight Singer," "To Memory," "Corridor" and 
Brodsky's "On the Death of Zhukov," “Berlin Wall Tune" and "To the 
President-elect" reveal the poet's subversive inclination. Each of these poems 
highlights the different features of the imaginary homelands in terms of the 
temporality of the images and the different perspectives used by the poets. 
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Memory as Imaginary Homelands for Beidao and Brodsky 
Sensory Stimuli as the Linkage to the Native Place 
Brodsky's depiction of the absent sensory stimuli in Russia in the poem "The 
Fifth Anniversary" aims at compensating his sense of loss of the cultural root. The 
snapshots of St. Petersburg are described in detail to demonstrate its irreplaceable 
position as a cultural, industrial and spiritual centre among the Russians, including the 
poet himself. Firstly, these snapshots are about the "Russian soil" (Hellberg-Hirn 
111), which refers to the mental landscape of their homeland among the Russians. 
Spatial images of landscape and harsh weather scatter in sections two, three and four 
of the poem: 
Section 2: "There frowning forests stand decked out in rags and tatters." 
"There causes and effects are drowned in murky waters." (2000: 241) 
Section 3: “There a puddle in the yard is neither round nor square." 
"A boisterous mountain stream strives for the third shore there." 
(2000:241) 
Section 4: "In winter, Arctic winds shakes parks to herald foul days, / and 
radiators which absorbs the dust hallways" 
‘‘At tea, a candy hurts a tooth that's scarcely bigger." (2000: 242) 
Brodsky's Russian identity is rooted in the open, limitless space which conveys the 
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sense of permanence and uniqueness of the Russian homeland. The images of the 
forest, water and wind are interrelated to each other. The Arctic wind in winter 
brings the harsh cold weather and also the thick dust to the continent. The cold 
weather is implied by the strong wind which shakes the park and the vast Siberian 
woodlands. The dust brought by the wind explains the lack of clarity of the St. 
Petersburg images here and also in many of the Brodskian poems: the dust pollutes 
both the indoor places as well as the water. The indifferent attitude of the Russian 
people, who are under the Soviet rule, to the surroundings is summarized in the image 
of “murky water." Images of water prevail in the above quotations because the poet 
believes that Neva River is an important source of inspirations to the Russian writers 
(Brodsky 1995: 78). One final impact of the cold weather is that the drinking habits 
make the people have bad teeth (Brodsky 1995: 93). The poet's impression 
intentionally manifests itself in the simile of candy in the final quotation. Secondly, 
besides nature, there are images that are about the industrial and the cultural aspects 
of the city in section five. 
There icons in the church turn black from incense burners. 
The army shows who's who to folks across the borders. 
There orchards burst in view, thus aping epic horsemen. 
The liquor store's long queue needs only you to worsen. 
Behind you and in front, you find the same stiff person. 
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There snatches of old tunes hang in the air they brighten. 
Wheat left the zeal of state: it's a collector's item. 
(2000:242) 
The “epic horsemen" represent the monument of Peter the Great—the chief designer 
of this "centre of reason, of the sciences, of education, of knowledge" (Brodsky 1979: 
73)，and also the monument of Lenin—a man on an armored car. They are the 
symbols of the city as the cultural centre of Eastern Europe. However, the city had 
started to decay since 1930s when Moscow became the focus of cultural life. The 
blackened church and the old tunes are the symptoms of decay of this traditional city. 
The cultural complexity of the city is shown in the juxtaposition of the classical 
images with the images of the Communist way of life: the consumption products are 
property of the state, and people have to wait in long queues for the central 
distribution of daily necessities. These vivid sensations of the Russian landscape 
form strong and secure emotional supports to Brodsky because they signify the 
permanent existence of the native city. 
Moreover, Brodsky's depiction of his native country as a metaphor of nostalgia 
to illustrate his lonely journey of exile in "The Fifth Anniversary" aims at expressing 
his worry about the uncertain future. Firstly, the image of traveling by train has dual 
meanings in this poem. "Departing from point A, a train there bravely scatters / its 
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wheels towards point B. Which station hardly matters." (241). On the one hand, it 
refers to the loss of direction within the vague Russian territorial boundary, while the 
indistinctive name of places, point A and point B, signifies the incomprehensibility of 
the extensive "Russian soil." On the other hand, it also assimilates the exile poet's 
unforeseeable future: he continues his endless travel over indistinguishable alien 
places without settling down in any one of them. The only difference between these 
two forms of travel is that in the former, the poet has his native city, St. Petersburg, as 
his permanent root; while the latter makes the poet tiresome and frustrated because of 
the forbidden homeland. Secondly, Brodsky reduces himself as an unimportant actor 
within the historical setting of St. Petersburg due to his crisis of identity: 
There I thought I would die. From boredom or from terror. ‘ 
If not in friendly arms, then at their hands. But there or 
somewhere nearby. Today I see my error. 
• I see that I was wrong. For on a stage the actor 
means less than backdrops do. Space is a greater factor 
than horsemen. [...] (2000:243) 
The backdrop is an appropriate metaphor of St. Petersburg because the city is a 
culturally complex setting undergone many regimes, and is thus saturated with 
multiple layers of historical events. As the city is indifferent to Brodsky's personal 
feelings, no matter he is within or without the native country, Brodsky feels himself as 
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powerless as an insignificant part of the backdrop to resist the collective historical 
force represented by the stage. Most importantly, as going exile deprives him of the 
future expectation of an honorable death within his native city, Brodsky encounters 
the existential crisis of being threatened by the alien environment. These metaphors 
indicate Brodsky's awareness of the "contrapuntal" relationship between the old and 
the new living environments. 
The emotional connection is unable to shorten the irreconcilable distance 
between the exile poet and the native place. The ironic title, "Fifth Anniversary," 
implies that for Brodsky, exile means an inevitable escape from ideological 
oppression.^ In this way, the physical exile always suggests a "metaphorical" exile 
(Said 1993: 373), which refers to an individual's feeling of being alienated from his or 
her cultural root. This leads to the exile poets' self-denial, as revealed by their 
superficial refusal to admit their feelings of nostalgia. Brodsky said, "I recall this 
not out of nostalgia but because this was where my mother spent one-fourth of her 
life;" and "Again, it is not nostalgia for my youth, for the old country" (Brodsky 1994: 
455, 6) when he narrates his childhood in Soviet Union in his prose called "In a Room 
and a Half." Brodsky's feeling of alienation is manifested in the motif of distance. 
The change in perspectives of the poetic subject reflects the different ways of 
2 The poem also has another layer of ironic meaning as the subtitle, "June 4, 1977," is a date coincides 
with the date of Beidao's forced departure from homeland. 
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connection to the native place. As the image of star at the very beginning of "The 
Fifth Anniversary" symbolizes the evocation of the poetic subject's vision, the first 
seven sections of the poem, which present the poet's dream-like state of mind, assume 
the imaginary presence of the poetic subject in his native place. Writing the former 
way of life in the present tense, which is often used to describe continual and habitual 
actions, implies Brodsky's desire to return to it. However, the magnificence of the 
scenery, such as "the frowning forests," "the boisterous mountain," “the rockets’，and 
“the steel mills," reflects that the poet's observation of his native city is made from a 
distant point of view. The poet's drastic withdrawal of his imaginary presence in the 
native place in section eight represents his frustration in reintegrating with his former 
life. Exile seriously ruins his hope and expectations on his future life as shown in 
the following quotation: 
Well, I'm no longer there. The sense of loss, as much as 
this was indeed a loss, is best displayed by statues 
in galleries, or by their vases' mute "Don't touch us." (2000: 243) 
The ever-existing alienation problem is concretized by the metaphor of the 
unobtainable relics—a gap always exists between the poetic subject and his native 
state. Moreover, the emotional connection is fragile because remembering is made 
difficult when memory is detached from its own cultural context. 
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[…]I face pure space, which tolerates no columns 
nor torsos of Apollos, nor pyramids, nor chorus. 
There, it appears, I need no guide; at least, it follows. (2000: 244) 
Despite his freedom of expression, Brodsky gradually finds it difficult to write about 
memory because of the problem of forgetting. The memory of an exile person is 
often short-termed. Forgetting is unavoidable when many cultural contexts that he 
has traveled take over the memories of different places. It hinders the process of 
forming a new identity for Brodsky through articulating his memories of the native 
place. 
Brodsky still thirsts for the familiar sensations of St. Petersburg in his poem 
called "A Photograph," which was written almost twenty years after "The Fifth 
Anniversary." This poem was originally written in Russian; but was self-translated 
by the author in 1994, two years before his death. Therefore, it possesses one of the 
most common characteristics of the Brodskian Russian poems—being nostalgic to the 
former ways of life. The lines, "we lived in a city..." and "after the recently finished 
war" (444) are references to the poet's childhood in St. Petersburg. Similar blurring 
images of St. Petersburg appear in this poem. 
We lived in a city tinted the color of frozen vodka. 
Electricity arrived from afar, from swamps, 
and the apartment at evening, seemed 
smudged with peat and mosquito-bitten. 
Clothes were cumbersome, betraying 
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the proximity of the Arctic. [...] (2000: 444) 
Situating near the Neva River, the surroundings of the city are often covered with the 
frozen damp air. The weather of the city explains why the water images cling to the 
spaces in the poem: the city is "tinted" with brownish color; "swamps" surround the 
city; and the rooms are smeared with "peat" or mosses. As what the poet has done in 
"The Fifth Anniversary," these details about his former life in "A Photograph" aim at 
finding out his new way of life in the future. 
[...]Motorcars also were 
rolling toward the future and were mostly, black, 
gray, and sometimes—the taxis— 
even light brown. It's strange and not very pleasant 
to think that even metal knows not its fate (2000: 444) 
The poet compares his dull and lonely life with the mechanical movements of metals 
in the motorcars: the future means the mechanical repetition of the present till death; 
while the dull colors, black, gray and light brown, convey a dull impression of the 
journey of life. The poet's contrapuntal awareness of the past and the present is 
again illustrated here because the past is elaborated in order to resolve the existential 
crisis in the present. 
Unfortunately, Brodsky feels it is more difficult to retrieve the past self in the 
present context because the more severe problem of forgetting in the later years of his 
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exile enlarges his distance to the native place. Firstly, despite the similarities of the 
sensory stimuli, the plain and dull images in "A Photograph" highlight a more severe 
problem of forgetting than “The Fifth Anniversary". While the images of sensory 
stimuli in "The Fifth Anniversary" are featured by their vividness, it is the 
photographic qualities of the images in "A Photograph" that impress the readers: the 
murk images of the decaying apartment dominate while the slight rattled sound of the 
telephone only makes little effect of awakening the liveliness of the dull environment. 
The static objects, which represent the photographic qualities of the images, can be 
interpreted as Brodsky's reliance on the old photos of St. Petersburg in reviving his 
memory. While the image of the falling star in "The Fifth Anniversary" indicates the 
poet's connection between the reality and the textual space through the mental power, 
the one created in "A Photograph" relies on the concrete details of external sources. 
These sources are the photos taken before exile. Secondly, the vague details of the 
portrayal also reveal the poet's increasing deviation from his past self. While images 
of the “Russian soil" appear frequently in "The Fifth Anniversary," the typical 
symbols of St. Petersburg in the Brodskian Russian poems, such as Neva River, as 
well as the images of life in a Communist country, are all absent in "A Photograph." 
The negative of the photographic film is another poetic image showing the Brodsky's 
gradual loss of memory. He comments ironically that the photograph is a 
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mechanical record of memory. 
[...]It 's strange and not pleasant 
to think that [...] 
[...]life has been spent for the sake of an apotheosis 
of the Kodak company, with its faith in prints 
and jettisoning of the negatives. (2000: 444) 
The old photographs, which are perceived as a secondary re-creation of the reality by 
the commercial company, cannot arouse the nostalgic feeling. What the poet looks 
for is a faithful portrayal of his native city without having his perceptions being 
intervened by the others, in order to communicate with his remote past self. This 
can only be recovered in the negatives of the photographic films. However, their 
black-and-white color symbolizes Brodsky's difficulty in sparkling his cooling 
passion for his native city. This can be explained by the gradually fading images on 
the film, which also signifies the loss of memory. Therefore, it is even more difficult 
to unify the split selves after a long period of exile. Recovering the lost memories, 
which is similar to the process of developing the old negative photographic films, is 
not an easy task. Despite the fading memory, Brodsky's strong desire of integrating 
with the past self can rarely be found in Beidao's poems. 
Ironically, in "Smells," the most distinctive sensations in Beidao's pre-exile 
memory are presented by the theme of moral degradation in the Communist China. 
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Among the very few Beidao poems describing the sensual perceptions, this one makes 
the most direct portrayal to the scenes of daily life in his native country. 
Those smells making you remember again 
like a horse-cart passing through the flea-market 
curios, fakes, hawkers' 
wisdom covered in dust 
[…] 
arguing with the boss 
you see the ad out the window 
a bright tomorrow, Tomorrow brand toothpaste 
(trans Weinberger and Man-Cheong; 1999: 73-4) 
Beidao's memory of the air in the crowded flea-market is dull and unpleasant. Dust 
and ashes are carried out as the horse-cart passes through the market. The smells are 
evoked from the curios and fakes which are domestically made from raw materials 
such as ivory and animal skin. They are hand-made goods produced for extra 
income on top of the hawkers' limited return distributed by the economic bureau of 
the state. These domestic fake products form a sarcastic contrast to the "Tomorrow 
brand toothpaste," which assimilates a brand name created by the state so as to 
impose the ideologyindividual 's sacrifice for the populace's bright future一upon 
the daily life. The Communist rule is hypocritical in the sense that it cannot control 
people's selfish desire, as revealed by their making money from the fakes. Moreover, 
selling fakes represents moral degradation of the Communist state as a result of the 
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forceful substitution of the traditional moral values to the hypocritical ideology. 
"Wisdom covered in dust" is an image of the general public's ignorance because of 
their unquestionable obedience to the state. Without any symbol of cultural loyalty, 
his nostalgic feeling of longing for the lost sensation is turned into his repulsive 
tendency which prevents him from identifying with his native state. 
It is even more difficult for Beidao than Brodsky to form a unified identity when 
he regards the Communist China as a kind of mental threat. The split selves are 
represented by the two different perspectives of the poet in the poem: the past self is 
objectified by the present self. The present self feels itself totally detached from 
“your reality," which refers to the old living environment as shown by the image of 
the "gap." The relationship between past self and the old living environment is as 
antagonistic as the lonely chess and its opponents on the chessboard: 
and there's always a gap with your reality 
[•••] 
you are facing five potatoes 
the sixth is aii onion 
the outcome of this chess game is like sorrow 
disappearing from the maritime chart 
(my amendment to the translation of Weinberger and Man-Cheong) 
The poet is obviously the loser of the game. The image of "onion" and "sorrow" are 
metaphorically interrelated in the sense that the poet's tears fall, as if he encounters 
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something sorrowful, when he faces the strong pungent smell of the onion. This is 
the chessboard of the fate of the poet; his past self seems to be the king sitting at the 
centre and being surrounded by his opponents. When he is finally expelled out of 
the chessboard, the game is over. This symbolizes his exile status in the present: he 
is expelled from the native country. This is represented by the metaphor of losing a 
position on the maritime chart. However, the disappearance of sorrow does not 
signify the end of the poet's hostility towards his native state. Living as if a dead 
person traveling to and fro in the foreign spaces, the present self accepts his fate of 
being an exile, but he would never forget the inhumane treatment of the native state. 
Never ceasing to be the mental threat, the memory of the Communist China is never 
an ideal spiritual homeland of Beidao. Therefore, unlike Brodsky's poems, this one 
is featured by insecurity because the concrete cultural locus is absent in Beidao's 
spiritual homeland. 
Traumatic Memories Demonstrating Individuality 
Beidao's depiction of the June Fourth Incident as a nightmare in "Midnight 
Singer" explains his tendency to keep the Communist China at a distance. June 
Fourth Incident is often manifested as a powerful metaphor in modern Chinese exile 
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poetry (Lin 55). The incident itself forms an important part of the memory of the 
Chinese exile writers. Besides its striking effect on the poets, this incident confirms 
their identities and their roles in the history of their native country. Beidao's 
uncompromising attitude to the state in the incident is indeed a strong counter mental 
force in his memory against his attempt to reconcile with his native state. "Midnight 
Singer," which is collected in Corridor (1991-1992), is among the earliest exile 
poems of Beidao, which are featured by their detailed portrayals of memory. The 
event is condensed into a series of violent images within an enclosed setting 
resembling nightmare. 
a song 
is a thief who's fled across rooftops 
getting away with six colors 
and leaving the red hour-hand 
on 4 o'clock heaven 
4 o'clock detonates 
in the rooster's head 
and it's 4 o'clock delirium (trans. Hinton; 1994: 148) 
The poem's resemblance to nightmare is revealed by the technique of juxtaposition 
and the ways that the red color is manipulated. Firstly, red represents the red light, 
which symbolizes warning and emergency. As light is made up of seven colors, only 
"red" is left when the other "six colors" are stolen by a thief on rooftop. The red 
light suggests the time of emergency when the event is taking place: the fire made by 
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the state tanks and guns, corresponds to the image of detonation in line six, and the 
red light of the ambulances. Secondly, red represents blood and death. As the 
image of heaven in line 5 is juxtaposed with the red color in line 4, the "heaven" 
suggests that the blood is from the huge number of youngsters who died in the 
incident because of the military suppression. As many bloody souls go to the heaven, 
the heaven is no longer a place of peace but a sanctuary with thousands of unquiet 
souls. Not only does the rooster having a red comb remind people about the 
daybreak, but it is also a symbol of the disillusion of the other protesters, who are still 
alive: they are totally awakened to the brutality of this political movement of 
liberation. The black record is another image that portrays the June Fourth Incident 
as a nightmare. 
a song 
is the death of a singer 
his death-night 
pressed into black records 
singing over and over and over (1994: 149) 
The black records, which condense the "death-night" into metaphors, assimilate the 
function of memory as a metaphorical transformation of reality. While death 
symbolizes one's disappearance in the mortal world, playing the record of the 
traumatic memory over and over signifies Beidao's desire of maintaining his own 
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linkage to the history of his native country. Being mentally trapped in the traumatic 
memories symbolizes his inability to transform his past in a new cultural context. 
The perspective of the poet as a dissentient clearly reveals his subversive intention 
of opposing the Communist China. The title, "Midnight Singer," explicitly points 
out Beidao，s assertion of his position as a poet because in the Chinese vocabulary, 
"poem" and "song," are semantically as close as collocations. Being a singer at 
midnight who has witnessed the June Fourth Incident, the poet bearing the moral 
responsibility is supposed to make an honest record of the event. Regarding his 
"song" as a “thief’ in line 1 seems to suggest that the poem is creating disorder that 
the state is unwilling to see. Moreover, the poet is highly self-conscious about his 
own physical position, as indicated in stanza 2，"a song / is an ever hostile tree / 
across the border" (trans. David Hinton; 1994: 148). Beidao's protest is launched 
outside the border of his native state; therefore, it is a silent protest and is unheard by 
his native audience. In this way, his use of "song" instead of "poem" can be 
interpreted as the desire of transforming his Chinese words into culturally universal 
sound of music in order to make it comprehensible by the foreign audience. This 
desire is made more obvious in stanza 3, ‘‘a song / [ . . . ] / is the waxen tongue / flame 
of talk" (trans. David Hinton; 1994: 149). Beidao, to a certain degree, still sticks to 
his past identity as the dissentient even when he is no longer in his country. Under 
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strict ideological censorship, the intelligentsia's tongues are as dull as wax because 
their careful discussion can only make a slight glow in their own circle. In other 
words, their voice is unable to reach the majority of the populace. Beidao's overt 
occupation by the subversive sentiment, as revealed by his clinging to the cultural 
context ill the past, would be problematic in his attempt to overcome the split selves 
when the Communist authority is absent in the new context. 
Unlike Beidao, Brodsky grieves over his past self in his gentle, subtle manner 
when referring to the Russian culture in his early poem called "On the Death of 
Zhukov" written in mid-1974. Although this poem has a different sentiment from 
Beidao's "Midnight Singer," it is in many ways comparable to Beidao's poem. The 
reason is that both poems are early exile poems which narrates their clear memory of 
the events happened in the native country. The political theme of anti-Soviet 
government is obvious because Brodsky is sympathetic to an abandoned military hero 
by Stalin in the 1950s (Rigsbee 64) whose cultic personality is believed to be 
intimidating to Stalin (MadFadyen 245). Without the bloody, violent images, 
Brodsky attempts to launch a silent protest to the Soviet government. Modeled on 
Gavrila Derzhavin's forgotten poem, "The Bullfinch," who died as a faithful servant 
of both Czar and God (MadFadyen 242,4), "On the Death of Zhukov" grieves over 
Zhukov's inability to safeguard his innocence under the suspicious eyes of the state. 
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As a commander, making walls crumble, 
he held a sword less sharp than his foe's. 
Brilliant maneuvers across Volga flatlands 
set him with Hannibal. And his last days 
found him, like Prompey, fallen and humbled— 
like Belisarius banned and disgraced. (2000: 85) 
The bravery and innocence of Zhukov is firstly represented by Brodsky's references 
to three "banned and disgraced" ancient warriors by their native states: Hannibal, an 
anti-Roman general who ended his life in suicide; Prompey, a Roman general who is 
accused as traitor after his conflict with Caesar; and Belisarius, a Byzantine general 
being suspicious of subversion. Secondly, his determination to destroy the enemy's 
territory with his inferior instrument in the Second World War signifies his selfless 
sacrifice for his nation. The theme of death further enhances the poet's sympathy 
towards Zhukov. 
Quotation 1: Splendid regalia deck out the corpse: 
thundering Zhukov rolls toward death's mansion. 
Quotation 2: Zhukov's right arm, which once was enlisted 
in just a cause, will battle no more. (2000: 85) 
Quotation 3: Marshal! These words will be swallowed by Lethe, 
utterly lost, like your rough soldier's boots. 
Still, take this tribute, though it is little, 
to one who somehow—here I speak truth 
plain and aloud—has saved our embattled 
homeland. Drum, beat! And shriek out, bullfinch fife! 
(2000: 85-6) 
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Objectifying Zhukov as a corpse aims at making a silent declaration for Zhukov's 
innocence. His death eliminates his ability to subvert the state: no matter how 
well-built his right arm is, he cannot demonstrate his strength in battlefield any more. 
Being condemned by the Soviet government, Brodsky worries about Zhukov's being 
forgotten by the Russian. This reveals his humanistic concern about the loss of a 
hero who has devoted his life in protecting the Russian homeland, In this way, this 
poem is autobiographical in the sense that it presents the exile poet's utmost concern 
• of losing his own position in the Russian culture. Although both poets suffer from 
existential crises, Brodsky's loyalty to the Russian culture and literature makes him 
being less obsessed with his past self as an uncompromising political dissentient. 
Beidao's ambivalent distance from his native country is once again revealed in 
regarding his traumatic memory as an imaginary enemy in "To Memory." In the first 
stanza of this poem, the memory is personified as the addressee as well as the enemy 
of the poet. This implies his irreconcilable antagonistic relationship to the collective 
Communist state power. 
You close in on me, step by step 
with a secret intent to kill 
while I accept punishment 
all trials 
are a farewell ceremony (trans McDougall and Chen; 1993: 38) 
5 8 
This poem appears in Old Snow (1989-1990), which is a collection of Beidao's poems 
written soon after he has started his journey of exile. The perspective is similar to 
that in “Midnight Singer" because the poet is obsessed with how he is being 
abandoned by the Communist state. Besides being the mental threat to the poetic 
subject, the imaginary enemy's intention to kill exactly illustrates how the Communist 
state would deprive the intelligentsia of their freedom of expression. Moreover, 
punishment and trials imply the suppression of the poetic subject by the collective 
state power. Punishment, which stands for the crime of challenging the state, also 
implies that this stanza is within the old temporal framework of the Communist China 
before exile. Therefore, the simile "farewell ceremony" signifies Beidao，s exile 
after the "ceremony" called June Fourth Incident—the symbolic act of expelling 
dissentients. Beidao maintains both a physical and mental distance from the 
Communist China because of his antagonistic relationship to the Communist 
ideology. 
There are certain symbolic attempts in "To Memory" that create a new identity in 
a new temporal framework of the present in the second and third stanza. The poem 
is, in this way, more successful in resolving the existential crisis than in “Midnight 
Singer." There is a shift in the positions of the poetic subject and his addressee, the 
personified memory, in the second stanza, "We may change roles / through the 
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rainbow of music" (1993: 38). As Beidao is a poet, the music here probably means 
poetry writing. In other words, he attempts to initiate a transformation into a new 
identity by textual reinterpretation of his past self. The personified memory is the 
killer, and the poet is the target in the first stanza. The change in roles between the 
two thus, from the textual organization, refers to the poet's intention of freeing 
himself from the traumatic memory. Instead of being trapped in the bloody literary 
space as created in "Midnight Singer," Beidao finds the exit of his existential crisis by 
going through the imaginary colorful rainbow. Beidao has a symbolic resolution to 
the exchange in roles by means of metaphors in the third stanza. 
In another world 
I am a fossil 
you are the roaming wind (1993: 3 8) 
These three lines indicate that the exchange of roles between the poet and his 
addressee can also be interpreted by biographical reference. As he is a tired traveler 
who has changed his home for 15 times from 1989 to 1995 (Beidao 1998: 203), 
Beidao's desire in turning himself into a fossil can be explained as his desire for 
searching for a home in a piece of permanent soil. Because of this, he would like to 
let his traumatic memory, which represents his past self, replace himself in receiving 
the "punishment" of exile. Such a metaphorical resolution also appears in another 
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poem by Beidao, "Unlock," which will be analyzed in chapter 3. It shows Beidao's 
attempt to contextualize his memory into a new temporal framework, and to construct 
a home by textual means. However, his desire for an imaginary homeland also 
represents his inability to discover one in reality. 
Unlike Beidao's restrictive concern about his own experience, Brodsky's "The 
Berlin Wall Tune" integrates the anti-authoritative idea with his new experience in the 
host culture. Instead of obsessing with the traumatic experiences of his past self, 
Brodsky turns his scornful feeling into his sympathy for the populace of other 
Communist states. The Berlin Wall is a famous symbol of Communist oppression 
militarily. The hidden military apparatus of prosecution reveals the determination of 
the state in putting down the desire for escaping, "Under this wall that (a) bores, (b) 
scares, / barbed-wired meshes lie flat like skeins;" "The border guards patiently in 
their next / through binocular scan the West" (2000: 236). The oppression is also 
done ideologically. The people are accustomed to inaction and insecurity feeling 
because any action or thought may easily arouse their guilty feeling of violating the 
state direction, or their fear of being prosecuted. The city is dominated by 
lifelessness, “while the rich are wondering what they wish / and single girls eat 
quiche." (2000: 237). There are many dull faces because people dare not reveal their 
thought; eating an unsweetened quiche implies one's apathy in enjoying his life. 
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Urging the readers from the adopted culture, the United States, to share his 
perspective, he attempts to draw the Americans' attention to their invaluable personal 
freedom, "come to this wall if you hate your place" (2000: 236); "But should you 
consider abortion wrong / or that the quacks ask too high a fee, / come to this wall, 
and see." (2000: 238). English is an effective linguistic tool for Brodsky to articulate 
his new identity as a traveler, and as a marginal figure away from both the native and 
the adopted cultures. 
Beidao's most radical attempt to put his memory of oppression in a new temporal 
framework is in "Corridor," which includes his explicit interpretations on freedom 
after exile. In the poems analyzed in the previous paragraphs, as well as those more 
well-known Beidao poems written before his exile, such as the most famous one, 
"Answer," his radical attitude to the totalitarian authority of the Communist Chinese 
government is explicit. "Corridor" is totally different from his previous poems 
because freedom is now viewed as another form of collective power of suppressing 
individuality. 
the world's agents of freedom 
entered me into their giant computer 
an alien voice sneaking into the dictionary 
a dissident 
or a form of (^stance from the world 
(my amendment to the translation of Hinton; 1994: 154) 
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Before exile, the young intelligentsia is often stereotyped as political dissentient by 
the state as well as the general Chinese populace; while after exile, Beidao receives 
the same treatment again in the United States, which is believed to be the most liberal 
country in the world. The stanza is full of ironic comments on freedom. The poet's 
being critically examined by the computer violates the privacy of an individual, which 
is supposed to be a basic human right. Although the United States proclaims that it 
welcomes people of different backgrounds, Beidao feels himself being stigmatized by 
others because of his “alien Chinese voice." Beidao's distance away from his native 
country, as shown in the previous three Beidao poems analyzed in this chapter, is 
transformed into his distance from the adopted culture. In this way, the poet prefers 
being a marginal figure rather than adopting himself to one of the two cultures. The 
poet's skepticism about freedom is due to a dissentient's hatred towards the collective 
state power's suppression of individuality. In this way, Beidao is rather conservative 
in his interpretations of freedom even when his ideas are put into a new temporal 
framework. 
Virtual spaces are again manipulated in creating the mood of mental intimidation 
when Beidao finds himself lose the ability to control his own fate. 
all those beer-bottle caps 
where were they taken down busy streets 
that year I cut class, in movie houses 
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inside the endless corridor of screens 
I suddenly found myself enlarged (1994: 154) 
The beer and movie houses, which are condemned as bourgeoisie culture in 
Communist China, indicate the temporal dimension of the liberal adopted culture. 
The image of an actor, which also appears in Brodsky's "The Fifth Anniversary," is 
again used to represent the poetic subject who is unable to rule his own fate under the 
control of the cultural collectivity. The poetic subject's being "inside the endless 
corridor of screens" implies that he is an actor within the artificial screen. This is 
why he finds himself enlarged—enlarged in front of the audience for appreciation as 
well as criticism. The stage for performance is intimidating to the actor because the 
audience in cinema cannot be identified individually. This is comparable to a public 
figure at the centre of attention. Under the liberal political system without 
censorship, the poetic subject has to face an unidentifiable group of readers, who all 
have the freedom of commenting on him; and who may view this exile writer with 
suspicion. Realizing the existence of the problem of stereotyping the foreign 
dissentients in liberal countries, Beidao still chooses to marginalize himself in a 
liberal environment, just as being an outcast in Communist China before his exile. 
Brodsky demonstrates his extraordinary vision of democracy in his English poem 
"To the President-elect" because he is able to have an objective judgment on the 
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change in government in the democratic United States in 1992.3 Having this poem 
written in 1992 reflects that Brodsky attempts to have a better touch with the reality; 
and he is more sensitive to current affairs than Beidao. The word "president" 
connotes the elected ruler already, the redundant word "elect" aims at imposing an 
ironic highlight to the tyrannical nature of the political leaders. His interpretation of 
the new U.S. president, Bill Clinton, brings out his words that democracy is another 
form of empire. The addressee of the poem, the president of the democratic state, is 
not different from any of the Communist tyrants in the sense that his personal 
ambition has a higher priority than the preference of the individuals, "You've climbed 
the mountain. At its top, / the mountain and the climbing stop." (2000: 492). 
Although "us," which probably refers to the populace, can influence the policies, 
preserving his own power by means of the statecraft should be of utmost importance 
for the president himself. This is why Brodsky predicts in the third stanza that he 
would maintain the status quo before he initiates any policies which are as dangerous 
as "avalanche" (492). Brodsky's theme of democracy is presented more brilliantly 
than Beidao's because the former has a more successful recontextualization of the 
theme of anti-authority in the foreign cultural context. He assumes an outsider's 
3 Brodsky, Joseph. Collected Poems in English. Ed. Ann Kjellberg. New York: Farrar, Straus and 
Giroux, 2000. p.531 n492. "To the President-elect: [ . . , ] It was commissioned as a part of a feature 
commemorating the inauguration of President Clinton." 
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perspective to portray the issues of the adopted culture by using a foreign language, in 
order that the description is free from his subjective emotion. In addition to his 
redefinition of his old perspective on the issue of democracy, the exile experience 
elevates his vision from the home country to the humanity as a whole. 
Concluding Remarks 
Treating memory as imaginary homelands is not a perfect solution to resolve the 
existential crises. The problem of forgetting is universal for exile writers. The 
gradual loss of memory about the snapshots of the native country is an obstacle of 
maintaining the linkage to the most legitimate cultural root. Beidao finds it more 
difficult to regard the memory as imaginary homelands because he is too much 
obsessed with his past self and his traumatic memories. Moreover, lacking in a solid 
Chinese tradition for him to cling to, Beidao merely longs for an imaginary homeland 
which does not exist at all. Therefore, the drastic split between the past and the 
present self cannot be reconciled. However, Brodsky is in a better position to 
recontextualize his memory because he has a close contact with the world issues with 
his knowledge in English. Manifesting the theme of anti-authority into a new 
cultural context gives him new vision in humanity. He still cannot solve the problem 
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of having his past self fading away because of the gradual loss of memory. As 
memory often varies depending on how the poets interpret it, both Beidao and 
Brodsky formulate their imaginary homelands in those more concrete entities一the 
cities they have traveled. How the cities traveled act as Beidao's and Brodsky's 
surrogate homeland will be analyzed in chapter two. 
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Chapter 2: Obsession with the Past: 
Cities Traveled as Surrogate Homelands 
The Exiles' Despair towards the Future 
This chapter explores how the cities that Beidao and Joseph Brodsky have 
traveled represent the surrogates of their native cities as they are portrayed in terms of 
the pre-exile memories of the native cities. The existential crises of exile writers are 
irresolvable issues in the sense that exile is an endless journey in unfamiliar places. 
The exile writers therefore feel hopeless towards their future life. To understand this 
problem, we should start with the exile writers' subjective conception of time. 
Modern societies have a common view of a linear time with an undetermined future 
(Shaw 2). "Homogeneous time" (Benjamin, 265) refers to the objective time 
measured by clock and calendar; however, the exile writers formulate their subjective 
conception of time as a result of their exile experience. Because of the distance from 
the old living environments, the exile writers would subjectively regard the pre-exile 
memories as the remote past, even though they may have departed only for a short 
period of time. While the present refers to the journey that they are undertaking, the 
future of the exile writers is a mere repetition of the present by traveling to different 
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unfamiliar places. Life should be made up of hopes in the present and fulfillments of 
hopes in the future. The passage of time thus becomes meaningless when the exile 
writers cannot make any significant use of their lives in the foreign cultures. 
Beidao's and Brodsky's hopelessness towards the future is revealed in the 
recurrent theme of a journey without destination. With an ironic title, Beidao's 
"Progress" is a self-reflective poem about the unchanging lonely journey of his future 
life. Beidao portrays himself as a dead person, "the dead have no friends / blind coal, 
resonant lamplight / I walk above my pain" (my amendment to the translation of 
Hinton; 1996: 59-60). The pattern of the persona's future assimilates the life after 
death. Walking above the sorrow of being politically oppressed in the past, he 
expects that his future is merely a continuation of his suffering in the past as a result 
of his refusal to compromise with the Communist authority. "Coal" is a raw material 
for making fire to light up a dark environment; and it is also a metaphor of lighting up 
the way leading to the future. The blindness of the "coal," however, signifies the 
apathy of the surroundings to the fate of the persona. Portraying himself as a dead 
person implies his hopelessness of bringing any transformation to his life. Brodsky's 
"Future" illustrates the theme of the sense of loss. “ ' 0 where are you flying?' said 
missile to missile. / 'There is nothing ahead and nothing behind.'" (Brodsky 2000: 
463). Read together with the title, "Future," the last line is illustrative of Brodsky's 
6 9 
exile condition. He is not going to make any influence to the foreign places; he is 
not to be remembered by the foreign people. In other words, he becomes nothing 
beyond the present. Facing the gloomy future, both Beidao and Brodsky regard the 
places they are visiting as the spiritual shelter to relieve their sense of disorientation 
temporarily. 
Beidao's and Brodsky's cross-cultural perceptions are what inspire them to take 
the cities traveled as surrogate homelands to relieve their feeling of despair. Being 
obsessed with the native environment, the exile writers tend to compare their 
perceptions in the cities traveled with the pre-exile memories of the native cities. 
The following quotation summarizes the relationship between home and the cities 
traveled during exile: 
The exile leaves on an impulse to escape, not to enjoy travel. In 
consequence his focus is on home, not the exotic, and he concentrates on 
the scrupulous depiction of his home in his art. (Gurr 25) 
As the political exiles are too much occupied by their past, they perceive the cities 
traveled only through the preconceptions of their native cities built up in their 
memories. As proved in the previous chapter, the nostalgic feeling about their native 
cities is revealed by their obsession with the landscape and sensory stimuli in their 
memories. This is why they often portray the cities that evoke similar stimuli. 
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Brodsky's poems about Venice and the Italian culture, such as "Lagoon," are the most 
outstanding examples. Although the memories representing subversion reflect the 
political exile writers' antagonism against their native country, they are at the same 
time obsessed with being the individualistic dissentient writers in the totalitarian 
society. This is why cities under totalitarian rule or under political oppression, such 
as Prague and Ramallah, engage their attentions. By depicting these cities in their 
poems, Beidao and Brodsky gain temporary consolations by redeeming the homeland 
by alternative means. In other words, this is not a means to negotiate a new identity 
in the adopted culture, but rather an indulgence in the past. However, this is an 
idealized past that they are obsessed with, while they have discarded the traumatic 
part of the memory. Therefore, the image of homeland is made up of different 
subjective emotions in addition to the nationalistic or ethnical elements. Their desire 
for home-returning does not mean returning to the actual native place, but a spiritual 
shelter in form of poetry in order to outcry their intense feeling of a need of 
homeland. 
Structured like the previous chapter, the following section discusses the defining 
characteristics of the surrogate homelands: the obsession with the old sensory stimuli 
of the native city and the obsession with being an individualistic dissentient writer. 
The third section is a comparison between the two poets' responses to the travel 
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experiences. Brodsky has a more sensational response to the familiar sensory 
stimuli in the cities traveled than Beidao because of his intimate connection with the 
Russian soil. On the contrary, Beidao has a more critical perspective when writing 
about the cities under political oppression with his highly ideologized language. 
These surrogate homelands are built upon concrete geographical spaces which exist in 
reality. Therefore, the six poems selected, which are about Beidao's travel to Prague, 
Ramallah and his native city Beijing, and about Brodsky's travel to Venice, England 
and the South America, are supported by biographical information about why these 
cities are impressive to the two poets, and how the landscapes of their native cities 
look like. 
Cities Traveled as Surrogate Homelands: Definition 
Obsession with the Old Sensory Stimuli 
Being an expression of reflective nostalgia, the sensory stimuli in the cities 
traveled are manifestations of the exile writers' distorted memories of the native cities. 
While "restorative nostalgia" emphasizes the rebuilding of the lost homeland of a 
nationality or ethnic group, "reflective nostalgia" puts more stress on one's obsession 
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with the feeling of longing for a homeland (Boym 2001: 41, 49). The political exile 
writers often suffer from reflective nostalgia. Their homeland is rather a physically 
nonexistent entity because of their repulsion against an absolute identification with 
the native state, which has a totalitarian political authority. An intentional depiction 
of the familiar sensory stimuli in the cities traveled is both a self-definition of their 
own homelands, and an outcry of their intense feeling of the need for a homeland. 
As St. Petersburg is often regarded as "Venice of the North," Brodsky's poems about 
Venice and other Italian cities express his feeling of homecoming when he arrived at 
Venice at a winter night. Being free from the political oppression, Brodsky regains 
the home-like feeling through the Venetian cold weather and the damp air above the 
water, which is associated with the environment in his childhood. Discarding the 
bloodshed that has once appeared in the capital of China, Beijing, the similar building 
structure in Prague, the Czechoslovakia!! capital, arouses Beidao's poetic inspirations 
to write the famous exile poem, "Prague." The two exile poets reconcile their sense 
of loss through these surrogate homelands by expressing the present in terms of the 
past, “the safe territory" (1990: 106), as Brodsky said. The reason is that the 
surrogate homelands are created upon the distorted past: the traumas of the political 
oppressions in their native countries are absent in these poems. 
Being concrete geographical places, the cities traveled as surrogate homelands 
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allay the exile poets' fear of future. While the imaginary homeland is a virtual space 
created out of the poets' memories of the native countries, the surrogate homelands 
presented in this chapter are constructed upon the real geographical places. "Place" 
is much more concrete than the virtual mental "space" in the sense that the former has 
a particular cultural identity, or a "spirit," (Tuan, 6, 12, 18) which is constituted by a 
set of unique material qualities, including the landscapes, the climate, the buildings 
and the other cultural constructions. The material qualities of the native city form an 
essential part of the growing-up environment of an individual. This explains that 
concreteness is also an important constituent of the spiritual homeland from which the 
exile writers regain the sense of security. Besides, the exile poets' intimate 
blood-ties to their native cities are revived through writing about the familiar sensory 
stimuli perceived. Yet cities traveled as surrogate homelands should be regarded as 
the temporal, rather than the spatial constructions. The exile writers manipulate the 
relationship between the past and the present to alleviate their fear of the unknown 
future. 
Regarding the cities traveled as the surrogate homeland implies a different 
temporal relationship from the memories of the native place as the imaginary 
homeland, which is illustrated in the previous chapter. While the latter represents 
the use of the pre-exile memories to create a new identity in the present, the former 
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should rather be understood as a retreat into a distorted, remote past. The 
people-in-exile, who suffer from reflective nostalgia, often have unrealistic illusions 
about the past. 
Nostalgia, in fact, may depend precisely on the irrecoverable nature of the 
past for its emotional impact and appeal. [...] This is rarely the past as 
actually experienced, of course, it is the past as imagined, as idealized 
through memory and desire. (Hutcheon 195) 
The irreversibility of time is the main reason for the tendency of the people-in-exile to 
idealize the past in certain ways. For the political exile writers, idealizing the past 
means temporarily discarding the traumatic memories of the political oppression, 
which attack them mentally from time to time. Therefore, by portraying the 
alienated environment in the present in terms of the familiar one in the past, the 
former is also transformed into a "safe territory." The fear of the undetermined 
future is relieved when they transcend the irreversibility of time through condensing 
the past and the present into one poetic i m a g e t h e surrogate homeland—in each of 
their poems. Unfortunately, the exile writers would discover that the cities traveled, 
or anywhere else in the world, are not permanent spiritual homelands when the fragile 
idealized past is contaminated by the exile writers' greatest mental t h r e a t t h e 
traumatic memories of political oppression. 
Even the actual homeland, the native cities of the exile writers, can no longer be 
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their permanent spiritual homeland. The exile writers would feel themselves 
alienated from their native cities when they return there after their journey to the 
different foreign places. As they are too obsessed with their pre-exile memories, 
they subjectively regard that only the native cities in their memories are their true 
spiritual homelands. In fact, the native place is not a timeless entity but changes 
gradually in the course of time. When they return there after the prolonged 
separation, the exile writers often refuse to accept the drastic changes that make the 
place different from the one in their memories. While Brodsky was not granted the 
entry visa to the Soviet Union to attend his parents' funeral in 1985 (Boym 1996: 528), 
the vague silhouette of the native city in Beidao's "Black Map," which was written 
after his Beijing trip in 2002, expresses his alienation from it. Assuming the 
perspective of a traveler represents his detachment from the native city. Therefore, 
Beidao's return to the native city is a travel experience, instead of a reunion with their 
actual homeland. 
Obsession with the Dissentient Identity 
The exile writers' depictions of the cities having political incidents in terms of 
the distorted memories representing subversion aim at compensating their loss of 
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significance after exile. The exile writers have lost the participation in the daily 
interactions as well as the significance in the public life both in the native place and in 
the foreign living environment. The following quotation accurately summarizes the 
feeling of nostalgia of the writers who exile from the totalitarian to the democratic 
countries: 
Democracy provides the writer with physical safety, but renders him 
socially insignificant. [...] Predictably, the writer is nostalgic not only 
for his homeland, but also for his significance. (Boym 341) 
Although the dissident exile writers, enjoy little political rights in the totalitarian 
native country before their exile, they can still influence society by their 
individualistic poetic voice. In other words, "unfreedom" (1996: 526), a term Boym 
used to describe Brodsky's being controlled by political authority, is a necessary 
condition for the dissident writers to demonstrate their individuality. This is also 
what the exile writers are nostalgic for. Therefore, they assume a critical role to 
describe the political unrests in the foreign cities as a way to exercise their 
individuality. These cities therefore become their surrogate homelands, such as 
Beidao's Prague, and Ramallah, and Brodsky's Brazil because these cities' political 
situations are in certain ways similar to their native cities. However, the political 
unrests are portrayed in relation to their distorted memory. As mentioned in the 
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previous chapter, the memory representing subversion is made up of two 
contradictory forces: it is a traumatic memory of bloodshed which arouses one's 
hatred towards the native place; on the contrary, it is also a memory representing 
individuality and rebellion against the authority. The former is discarded because 
only the latter is relevant to the restoration of the exile writers' "significance" of being 
the dissident. The surrogate homelands thus represent the allegiances that the exile 
writers feel comfortable to identify with, while the undesirable linkages with the 
former life are abandoned. Their interpretations of the foreign cities in terms of the 
political incidents degrade the uniqueness of these cities. For the exile writers, the 
future is a degraded imitation of their pre-exile memory. 
Beidao ’s and Brodsky's diversified interpretations of the democratic political 
authority as "unfreedom" also indicate their different ways of obsession with the 
dissentient identity. For the exile writers, writing is an exploration of the inner 
freedom, to confront the threat from the alien living place. Beidao is more obsessive 
about the authoritarian environment than Brodsky. While the political oppressions 
can no longer affect his life, Beidao still assumes the role as a dissident to express his 
antagonism against the polit ical authorities in his p o e m s about the fore ign cit ies . H i s 
fear of the future cannot be resolved because lie evades negotiating a new identity by 
indulging in the way of thinking in the past. Brodsky's portrayal of the foreign cities 
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as the "unfree" environment reveals his obsession with the "unfreedom," and to his 
marginal identity. Such an environment is able to arouse his poetic inspirations. 
However, Brodsky is different from Beidao because he projects his concern from his 
native state, to the entire humanity. He naturalizes "unfreedom," from a 
phenomenon in totalitarian states, to a universal human fate. The exile writers can 
acquire an inner freedom for their life in exile in their poetic compositions. 
To round up the above discussions, the cities traveled are never perfect 
surrogates of the exile writers' actual homeland. A true home-returning is totally 
impossible. It also means that the surrogate homelands cannot assist the exile 
writers to jump out of the cyclical time, which means that the future is the repetition 
of the present. In the third section of this thesis, "Obsession with the Old Sensory 
Stimuli" and "Obsession with the Dissentient Identity," I will focus on the two 
diversified ways in which the exile poets associate their native cities with the 
surrogate homelands. Brodsky's "Lagoon" and "In England" and Beidao's "Prague" 
and "Black Map" express the poets' interpretations of the landscapes and the 
buildings of the cities traveled in relation to those in the native cities; while Beidao's 
"Prague" and "Ramallah," and Brodsky's "Rio Samba" describe events of political 
oppressions in the foreign cities. As the depictions of the cities are based on the two 
poets' travel experiences, investigations on how these cities are similar to their native 
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cities will precede the analyses of the poems. The factual information about their 
travels is scattered in their short prose writings, their interviews and also sources 
about historical events. Brodsky is more nostalgic for the old sensory stimuli, while 
Beidao is more obsessive about the dissentient identity. In this case, the following 
analysis shows that many of the outstanding exile poems of Brodsky are about the 
landscapes of St. Petersburg; however, Beidao has more brilliant poems about the 
violent political events which assimilate the June Fourth Incident. 
Surrogate Homelands in Beidao，s and Brodsky's Endless Journey 
Obsession with the Old Sensory Stimuli 
Brodsky's attempt to associate Venice with his native city, St. Petersburg, is 
explicitly revealed in his fascination with the scenery of the city when he first went 
there at a winter night. The following quotations from Watermark, an essay about 
Brodsky's travel experiences in Venice, can demonstrate that he is particularly 
impressed by certain kinds of sensory stimuli: 
"It was a windy night, and before my retina registered any thing, I was 
smitten by a feeling of utter happiness: my nostrils were hit by what to me 
has always been its synonym, the smell of freezing seaweed." (5) 
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"This has nothing to do with vanity or with the natural surplus of mirrors 
here, the main one being the very water. It is simply that the city offers 
bipeds a notion of visual superiority absent in their natural liars, in their 
habitual surroundings." (26) 
As St. Petersburg is a city situated near the Neva River, Brodsky regains the feeling of 
home when he has himself surrounded by the water. Having his vision blurred by 
the darkness of the night, he can still perceive the water because of the smell of the 
seaweed. Moreover, water is a natural mirror. People may live in illusion as the 
water reveals the idealized self. The weather in winter also fascinates him: 
Winter is an abstract season: it is low on colors, even in Italy, and big on the 
imperatives of cold and brief daylight. [...] beauty at low temperatures is 
beauty. (23) 
In the abstract season life seems more real than at any other, even in the 
Adriatic, because in winter everything is harder, more stark. (24) 
Venice in winter also gives him the feeling of familiarity because St. Petersburg is a 
northern city which has a cold, harsh weather in most of the time of a year. In the 
eyes of Brodsky, winter is illusory because the pale daylight makes the surroundings 
obscure. Traces of Brodsky's memories of St. Petersburg remain in these quotations. 
His constant comparisons between the native city and the foreign cities are shown in 
the extra attention to similar images in his article on St. Petersburg entitled, “A Guide 
to a Renamed City." 
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"The rapid growth of the city and of its splendor should be attributed first of 
all to the ubiquitous presence of water. The twelve-mile long Neva 
branching right in the centre of the town, with its twenty-five large and 
small coiling canals, provides this city with such quantity of mirrors that 
narcissism becomes inevitable." (77) 
Similar to the descriptions of Venice, St. Petersburg, in the eyes of Brodsky, is also a 
city made up of water~the Neva River penetrates the city through the "large and 
small coiling canals." The poet is thus obsessed with the illusions given by the 
weather of the city, according to the essay: 
Everything can change in Petersburg except its weather. And its light. 
It's the northern light, pale and diffused, one in which both memory and eye 
operate with unusual sharpness. (89) 
"Foreigner in his own fatherland" given to it by Nikolai G o g o l . [ . . . ] 
There is no other place in Russia where thoughts depart so willingly from 
reality: it is with the emergence of St. Petersburg that Russian literature 
came into existence. (75) 
As the city has such a unique weather, it is called the "foreigner in his own 
fatherland." Brodsky feels that living in the native city gives him the feeling of 
alienation一being alienated from the reality. The pale northern light and the natural 
mirrors imply the visual juxtaposition between the reality and the illusion, which 
explains Brodsky's feeling of alienation from the surroundings. These descriptions 
are not merely out of the poetic imagination; but rather based on the real geography of 
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the place, which is mentioned in Hellberg-Him's book about the Russian civilization, 
Soil and Soul: the Symbolic World of Russianness. 
The centre of the city (St. Petersburg), with its enormous open spaces, 
beside the broad and empty Neva, the grey and empty sky above it, evoked 
in many an observer a forlorn, unreal feeling. (43 my explanation added) 
The feeling of unreality, in this way, is closely related to the unique weather of the 
place. Writing about Venice eases Brodsky's nostalgia in this way: once lived in St. 
Petersburg with obscure surroundings, the travel experience in Venice, ironically, 
gives him the home-like feeling. Although St. Petersburg and Venice are places 
belonging to different time and space一the former represents the past and the latter 
the present—Brodsky subjectively regards Venice in winter as the surrogate homeland 
as it shows the common sensory stimuli as described in the essays about the two 
cities. 
Brodsky portrays Venice as an idealized version of St. Petersburg by blurring the 
differences between the two cities in "Lagoon." He dwells in the familiar sensory 
details in both places in the poem. This poem was written in 1973, after his trip in 
the Christmas of 1972.4 "A Christmas without snow, tinsel, or tree, / at the edge of a 
map- and land-corseted sea;" (2000: 80); these two lines describing the setting 
4 "In 1972, after teaching a semester in Ann Arbor, 1 got a round trip ticket for Venice and went there 
for Christmas." Joseph Brodsky: Conversations. Ed. Cynthia L. Haven and Richard Avedon. 
Mississippi: University Press of Mississippi, 2002. p.90. 
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coincide with the information of the poet's travel experience. The following stanzas 
summarize his indulgence in the home-like sensations as well as the feeling of 
unfamiliarity: 
Blown by night winds, an Adriatic tide 
floods the canals, boats rock from side to side, 
moored cradles,[...] 
[…] 
So this is how we cope, putting out the heat 
of grappa with nightstand water, craving the meat 
of flounder instead of Christmas roast, 
so that Thy earliest backboned ancestor 
might feed and nourish us, O Savior, 
this winter night on a damp coast. (79-80) 
The last line of the quotation reveals his excitement of perceiving the familiar 
sensations. Living in the inland part of the U.S. after exile, he is able to regain the 
sea, a distinct geographical feature of his native city, on the Christmas day. The 
offshore landscape and the cool weather of the night make the place resemble St. 
Petersburg. The poet regards his boat for travel as the secure cradle in the third line 
of the quotation. These lines reveal the poet's home-like sensation which is aroused 
by the sea. Moreover, the grappa wine that he drinks on this Christmas day is also 
crucial for evoking his nostalgic feeling. Alcoholic drinks play a vital role in the 
ritual and social life of Russians; and they can protect people from the damp 
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weather—bathing one's feet in sivukha, [cheap low grade vodka], is useful for soaked 
feet (Hellberg-Hirn 156 author's explanation). Despite his sensitivity towards the 
actual differences from his native city, these perceptions do not make him feel 
alienated from the scene. Once again, "a Christmas without snow, tinsel, or tree" (80) 
indicates the distinct climate of Venice. As Venice is a city in southern coast of 
Europe, the Venetian winter is a less frozen season than St. Petersburg. However, 
the sea image, being the locus of the foreign setting, integrates both the familiar and 
the unfamiliar sensations into a coherent image of homeland. The flounder that he 
eats to celebrate Christmas becomes the substitute for the Christmas roast. Besides 
the effect of the grappa wine, there are some other hints suggesting that Brodsky 
intentionally creates an illusory scene to blur the difference between the foreign and 
the native environment. 
A drowning city, where suddenly the dry 
light of reason dissolves in the moisture of the eye; (80) 
[•••] 
[ . . . ] S o u n d 
cancels itself, hearing and words are drowned, 
as is that nation where among 
forests of hands the tyrant of the State 
is voted in, its only candidate, 
and spit goes ice-cold on the tongue (80) 
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Water is an impetus of his home-returning emotion so that the effect of the rationality 
upon himself is lessened. The drowning of words and languages in water implies his 
indulgence in the beautiful scenery that embraces him, regardless of the fact that the 
place, just like his native city, is also made up of political speeches and slogans. 
Such indulgence suggests the adoption of a dream-like perspective to appreciate the 
environment. Brodsky turns Venice into the surrogate homeland by integrating the 
foreign and the native culture smoothly. 
Venice is not a perfect surrogate of St. Petersburg because Brodsky knows that 
both places belong to different time and space. "Time rises from the goddess's 
forthy tide, / yet changes nothing but clock hand and bell." (80). Time changes 
nothing; this is merely Brodsky's lie to himself. Because of the drastic split between 
the native and the foreign environments, the exile writers subjectively regard the life 
in exile as the present while the pre-exile memory as the inaccessible remote past. 
Ironically, "Lagoon" was written in 1973—less than a year after Brodsky started his 
life in exile. Besides, the temporary nature of the sensory perceptions is a reminder 
that he is a traveler in a foreign place in the present. The difference between a 
traveler and a local person is that the former would not have expectation about his 
future life in the foreign context. Brodsky's role as a traveler is presented by the 
image of the gondola in the following quotation: 
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The raincoated figure is [...] 
[•••] 
trackless and blank as a gondola's passage through 
a water surface, smoothing out of view 
‘ […] 
erased and without aftermath. (81) 
The image of gondola illustrates the poet's loose relationship with the foreign city. 
The gondola passes through the river quickly without leaving any traces. In the 
same way, the poet is merely "a nameless lodger, a nobody" (79) who has loose 
relationship to the future development of this foreign city; and is a lonely traveler, 
while none of the local people cares about his existence. As the poet will be 
irrelevant to this foreign place after departure, Venice is only a temporary relief of his 
homelessness. Therefore, the surrogate homeland is different from the actual 
homeland before the poet's exile since the former lacks a foreseeable and promising 
future. 
/ 
A face [...] 
[•••] 
[...],is gazing high 
into that nowhere of pure thought, where sight 
is baffled by the bandages of night, 
serene beyond the naked eye, 
where, past all boundaries and all predicates, 
black, white, or colorless, volatile states, 
something, some object, comes to mind. 
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Perhaps a body. In our dim days and few, 
the speed of light equals a fleeting view, 
even when blackout robs us blind. (81 -2) 
Feeling that his sight is being obscured by insufficient light is an inner reflection of 
Brodsky's anxiety about his uncertain future. The traveler's gaze into the sky at 
night often suggests his nostalgic feeling for his past; however, for the exile writer, it 
can also be understood as his intense desire for a settlement in a true homeland, which 
does not actually exist. Gazing "nowhere" implies their inability to locate their true 
homeland, while seeing the silhouette-like body, which is "black, white, or colorless, 
volatile states," represents their anxiety about what they will become in the future. 
"In our dim days and few," Brodsky's recognition of his problem of ageing indeed 
represents his despair towards future. 
Brodsky also gives detailed portrayals of the seascape at night of some other 
foreign cities, such as "In England." It means that he has the tendency of observing 
the familiar sensations in the foreign cities to gain temporary relief from the painful 
feeling of homelessness, even though the foreign cities may not look like St. 
Petersburg. There is not any factual information showing the exact date when he has 
visited England; however, Brodsky has once mentioned in his interview that he has 
seen himself better in a strange place like Brighton in England.， The sensations 
5 "But places like New England or Mexico or England, old England—basically when you find yourself 
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mentioned in the first section of "In England" entitled "Brighton Rock" is in many 
ways similar to those mentioned in "Lagoon." "And so you are returning, livid flush 
of early dusk" (2000: 133). Welcoming the diffused ray after sunset, the poet yearns 
for the coming of the night. As what he has done in "Lagoon," he attempts to lessen 
the effect of his rationality upon himself: it is easier for him to fall into the 
imagination of situating in his motherland when he has an unclear vision at night. 
Unlike the flourishing seascape at the Christmas night in "Lagoon," the evening 
scenery in England gives the traveler the feeling of lifelessness, which coincides with 
the gloomy environment of St. Petersburg because of the damp air and the short 
duration of sunlight.^ The diffused ray after sunset indicated in the first line also 
resembles the pale northern light in St. Petersburg: 
And so you are returning, livid flush of early dusk. The chalk 
Sussex rocks fling seaward the smell of dry grass and 
a long shadow, like some black useless thing. The rippling 
sea hurls landward the roar of the incoming surge and 
scraps of ultramarine. From the coupling of the splash of 
needless water and needless dark arise, sharply 
etched against the sky, spires of churches, sheer 
rock faces, these livid summer dusks, the color 
of landed fish; and I revive. (133) 
ill a strange place, and the stranger the place it is, to a certain extent, the better~it somehow sharpens 
your notion of your individuality, say a place like Brighton or York in England." Joseph Brodsky: 
Conversations. Ed. Cynthia L. Haven and Richard Avedon. Mississippi: University Press of 
Mississippi, 2002. p.87. 
6 There are similar descriptions on the gloomy environment of St. Petersburg in "A Photograph." 
"We lived in a city tinted the color of frozen vodka/ Electricity comes from afar, from swamps,/ and the 
apartment, in the evening, seemed/ smudged with peat and mosquito-bitten." (2000: 444) 
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Adjectives such as "useless," "needless" and "livid" suggest a sense of abandonment 
because the poet himself is the only person to appreciate the decaying scene. Images 
are juxtaposed together to form a lifeless picture: the black shadow of the rocks, the 
scraps from the dead marine living things, the spires of churches and rocks being 
eaten away by the water and the sky with dull color. Ironically, he proclaims that he 
"revives" because seeing these decaying images conveys the feeling of homecoming. 
He suffers from disillusion again when he meditates on how his future would be in the 
mirror of water: 
and a motionless boat lies awash in its reflection. 
In the middle of a long or at the end of a short 
life, one goes down to the waves not to bathe but for the sake 
of that dark-gray, unpeopled, inhuman surface, 
as like in color to the eyes, gazing unwinking at it, 
as two drops of water. Like silence at a parrot. (133) 
Closing my eyes, I see an empty boat, 
motionless, far out in the bay. (138) 
Attempt to make an introspection in the water, he compares himself to the boat that 
lies awash temporarily in an unfamiliar land. The boat moves as the poet's trip 
continues; however, the "motionless boat" suggests that the poet seems to remain in 
the same place even the trip goes on. Therefore, the "motionless boat" symbolizes 
the exile poet's subjective temporal perception that the future is the repetition of the 
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present. The theme of exile, again, is manifested in the metaphor of the life journey: 
at that particular moment of the endless journey, the tired traveler is confused about 
his own future. "In the middle of a long or at the end of a short / life," his journey 
may simply continue; or his life will end soon, because of the physical exhaustion 
after the prolonged journey. Moreover, his anxiety of future is also revealed in his 
attempt to gaze through the gloomy, dark-grey pond of water, which is an image of 
making a prediction towards future. With an unclear vision, he perceives a worrying 
scene: he sees himself as a parrot, a dull person lacking poetic inspiration. In this 
way, a concrete physical surrogate homeland cannot compensate his feeling of loss 
when facing an uncertain future. 
"Prague" is Beidao's most outstanding exile poem about the cityscape of a 
foreign city which highly resembles that of Beijing, his native city. As mentioned in 
his prose writing called "Kafka's Prague," Beidao traveled to Prague, the capital of 
Czechoslovakia, in the summer of 1989 before the poem "Prague" was collected in 
Old Snow, the poetry selection of 1989-1990. Beidao adopts a more rational 
approach than Brodsky when describing the typical cityscape of the capital of a 
Communist state where political unrests take place often. The reason for this is that 
Beidao is obsessed with his dissentient identity in the authoritarian background. 
Beidao highlights the features of the infrastructure of Prague which coincide with that 
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of Beijing. 
Kafka's childhood passed through the square 
the dream plays truant, the dream 
is the stern father, enthroned above the clouds 
There's father, there's a right of succession 
a rat strolls through the palace corridors 
shadowy attendants cluster round 
(my amendment to the translation of McDougall and Chen; 1995: 122-3) 
Despite the absence of the bloodshed scenes, Beidao attempts to associate the 
landscape of this poem with the setting of the June Fourth Incident. The image of 
the square in Prague in the second stanza of the quotation coincides with the 
Tiananmen Square in Beijing, where the Incident has taken place. Kafka's 
childhood can be understood as the poet's self image in the pre-exile period. The 
first reason is that "Kafka's Prague" is a metaphor of Beidao's intimate relationship 
with Beijing, where he has spent his childhood. The second reason is that being 
tired travelers, people-in-exile often subjectively think that their pre-exile life is full 
of youthful vigor. The image of palace also makes reference to the environment in 
Beijing: the Tiananmen Square is the entrance of the Ancient Palace. It is the centre 
of the ruling power situated at the heart of Beijing. In this way, the "stern father" 
can be interpreted as the totalitarian government which exerts great influence over 
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both the behavior and the mentality of the poet. Instead of understanding the line as 
"the stern father" playing "truant," it is rather the poet himself who tries to escape 
from the power of “the stern father." As Kafka does have an oppressive father, the 
poet redeems the power to rebel in the past through assuming the role as the famous 
writer, Kafka. The meaning of the image of palace as the centre of rule is made 
complete when a "rat" and its shadows inherit the power from the "stern father" to 
react to the rebellion outside the palace. Beidao's obsession with the landscape of 
Beijing is originated in his hatred towards the Communist government. His 
obsession is different from Brodsky's in the sense that he does not yearn for a return 
to the actual homeland at the time when he writes this poem. As "Prague" is also 
associated with the memory representing subversion, it will again be analyzed in 
relation to Beidao's subversive sentiment in the next section. Beidao has far fewer 
poems about the sensory stimuli of his native city than Brodsky. The following 
poem, "Black Map," illustrates Beidao's search for the lost sensory stimuli in his 
former living place. 
Beidao's "Black Map" is about his vain search for the old sensations in his 
memory when he returned to Beijing in 2002. As mentioned in his prose writing 
entitled "The Chinese language is my only Luggage," Beidao once returned to Beijing 
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thirteen years after the beginning of his exile in 19897 The first few lines of the 
poem make implications about his return to native city from exile: 
I have returned一the return trip 
is always longer than the lost way 
longer than the whole life (174) 
Besides the word "Beijing" in the fourth stanza, "the return trip" is the key term 
indicating his homecoming. As the people-in-exile often suffer from the problem of 
homelessness, it is natural for them to interpret their life in exile as "the lost 
way"—losing the homeland as a physical and spiritual shelter~no matter whether 
they are granted a chance to return to the native place or not. The exile writers' 
tendency to describe themselves as the dead, which is mentioned at the beginning of 
this chapter, explains why "the return trip" to the native city is longer than "the whole 
life." Therefore, "the return trip" back to the native city, for a person-in-exile, is not 
really a return to a true homeland. It is merely another trip towards a new place after 
his departure long time ago, or towards a new destination among the many different 
foreign cities traveled. This is an important idea to understand Beidao's and 
Brodsky's different ways of obsession with the sensations of the native city. 
7 Sun, Xiao-ning. "Zhong-wen-shi-wo-wei-yi-de-xing-li [The Chinese Language is my only 
Luggage]" Ed. Beida Online. 2000. Peking University. 5 July 
2004.<http://newyouth.beida-online.com/data/data.php3?db=wenxue&id=0302014k;nl>. "13 years 
later, I returned to Beijing for the first time; 1 cannot find my home." (my translation) 
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Brodsky's blurred vision at night in "Lagoon" aims at making use of the surroundings 
to create an illusion of St. Petersburg to compensate his sense of loss. However, the 
blackness in "Black Map" rather signifies Beidao's substitution of blankness for the 
absent old sensations of Beijing which have once existed in his childhood: 
When memory barks fiercely 
rainbow appears in the black city 
Father's fire of life is like a bean 
I am the echo of him 
To turn around the corner of street for an engagement 
the old lover hides in the wind 
and spin together with the letters (174) 
Besides the darkness at night, "the black city" can also represent the 
incomprehensibility of the unfamiliar environment after his departure for thirteen 
years. Using blackness as a metaphor of Beijing in the present implies Beidao's 
tendency to escape from and refusal to accept the changes of his native city. 
"Memory barks fiercely," the poet is eager to redeem the sensory stimuli in his 
memory by searching for them in the Beijing in the present. The appearance of the 
rainbow is the illusory mental picture of his idealized memory of childhood projected 
to the reality. Unfortunately, the "rainbow [that] appears in the black city" (174), 
which sounds illogical in reality, is totally inconsistent with the unfamiliar 
environment. Darkness is also implied in the image of the corner of the street. 
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Beidao probably feels himself alienated from the old street as the old lover and the 
letters all disappeared in the natural movement of temporality. Facing the fragile 
memory, which is so easily being washed away by the passage of time, Beidao 
chooses to substitute darkness for emptiness. The image of "father" is common in 
Beidao's poetry to stand for the living environment before his exile; and it also 
appears in "Prague." "Father's fire of life" is the metaphor of the poet's tie with the 
old living environment—the Beijing in his childhood. The feeling of familiarity can 
no longer be lightened up because the "father's fire" vanished. It stands for the 
inability to recover the "Beijing" in his childhood. In this way, homeland is a 
temporally bound concept in the sense that an individual can only maintain a concrete 
cultural root through the continuous contact with the native state. After departing for 
a prolonged period, Beijing in the present can never be Beidao's true spiritual 
homeland. Returning to the actual native city merely means another journey to a 
new place. Agonizing the sense of loss makes the present Beijing an even worse 
surrogate homeland than the foreign cities. 
Obsession with the Dissentient Identity 
As Prague has undergone two significant political movements in the 
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Czechoslovakian history, Beidao's interpretation of Prague in relation to his native 
city is an appropriate example that shows his obsession with his dissentient identity. 
While the students' demonstration in the June Fourth Incident received harsh military 
suppression, Czechoslovakia had a contrastive fate in 1989: it held a successful 
political movement, the Velvet Revolution, which overthrew the Communist 
government. This successful political movement inherited the slogan of the failed 
Prague Spring, which took place in 1968. Beidao's use of "Kafka's childhood" in 
his self-fashioning is strategic because it is believed that the "Kafka mania" actually 
stroke off the Prague Spring. At that time, the more progressive politicians rose to 
power in the ruling Czech Communist Party. As Kafka's writings cherish individual 
freedom, they coincided with the reformative atmosphere of the government, which 
finally met the military crush by the joint-force of five Communist countries led by 
the Soviet Union. Thirty years later, the peaceful demonstration in 1989 led to the 
downfall of the Communist government. The former political dissentient dramatist, 
Vaclav Havel, became the first president of the new republic. We can imagine that 
Beidao gained poetic inspirations from the Velvet Resolution in 1989: Prague Spring 
gained its final victory. 
Beidao's imaginations about the political oppressions in Prague signify his 
obsession with his dissentient identity. As Beidao did not witness the Prague Spring 
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himself, the scenes about the military suppressions are products of his 
imagination—probably based on his knowledge about the June Fourth Incident, which 
was an important event for the Chinese intelligentsia. It is also interesting to note 
that the poet depicts the scenes of Prague Spring, but not the 1989 Velvet Revolution. 
It seems that he is less fascinated by the victory of the Velvet Revolution, than the 
sufferings of the rebels. Interpreting the historical event of the foreign city in terms 
of the June Fourth Incident represents Beidao's desire to gain temporary satisfaction 
in the present by indulging in the role as a national hero: 
a rat strolls through the palace corridors 
shadowy attendants cluster around 
The caleche that set out from the century's gate 
has turned into a tank along the road 
truth is choosing its enemies (trans. McDougall and Chen; 122-3) 
The oppressive scene above is the climax of the political movement. Using the rat as 
the image of the oppressor implies the cunning attitude the ruling party to his 
populace. Describing the attendants as shadows highlights their role as puppets who 
cater to those in power. Having the caleche turned into the tank creates the dramatic 
effect: as the ruling power is transformed into military might, the time of violence 
comes. Suddenly, the violent image is again turned into a more abstract image of 
"truth." "Truth" has a distorted meaning when it becomes the ruling ideology, which 
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is used to protect the ruling party's vested interests. The image of "truth" is explicit 
ill showing the poet's indulgence in his past. Indeed, lie is free from the ideological 
oppression once he starts the life in exile. His identity as a dissentient writer, who 
expresses an individualistic poetic voice, becomes invalid in the democratic political 
contexts of the foreign countries. In this way, selectively depicting the historical 
event of political oppression in the foreign city is merely a recovery of the past 
identity of the exile poet, but not a discovery of a new perspective for his future life. 
"Ramallah" is another poem by Beidao suggesting the political unrests and 
violence in the foreign city. Ramallali is a controversial geographical area in 
international politics. Religiously speaking, it is the holy land of three religions: 
Islam, Christianity and Judaism. "In Ramallah / various gods drink from the earthen 
jar" (2002: 175). Relying on the limited source of water for survival, this poetic line 
reflects the desperate rivalries among the followers of the different religions. 
Politically speaking, it is the provincial capital of the west bank territory of Palestine; 
but in fact, it is under the rule of Israel. Without possessing an independent state, the 
Palestinians live under the frequent bombardment of the Israeli armies. Beidao 
followed the delegation of International Parliament of Writers to go to Palestine to 
promote peace in 2002. Although Beidao published "Ramallah" in 2002, thirteen 
years after "Prague," Beidao still revealed his indulgence in heroism: 
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In Ramallah 
ancient people play chess in the starry sky 
the losing game of chess suddenly becomes hopeful but suddenly hopeless 
(175) 
The summary of the political unrest in Palestine in the first stanza illustrate a similar 
power relationship between the ruling party and the populace in the Communist China. 
The "ancient people" in the second line seems to refer to Yitzhak Rabin, the former 
Secretary of State of Israel being assassinated in 1995, and also the other people once 
engaged themselves in the promotion of peace. Rabin's efforts to promote peace 
between Israel and Palestine are still influential to the later peace settlements. "The 
losing game of chess," or the chaotic situation involving vast destructions and serious 
casualties, reveals a rather unstable outcome of the peace settlement which is 
determined by the ruling few. These metaphors are useful for explaining the 
situation of the Communist China: the majority of the populace is the victim under the 
totalitarian rule because the individual rights and freedom are subjected to the actions 
of the few party members in power. The need of the national hero, who has the 
insights about the violent nature of the chaotic situation, is thus implied in the poem: 
In Ramallah 
death sows along the noon 
blossoms in front of my window 
during the resistance the tree gains hurricane 
that violent true nature (my translation) 
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Violence prevails in Ramallah because the military destructions of civilians take place 
day and night. The second and the third lines of the quotation summarize the 
intensity of the military threat in Ramallah. Despite the common association of 
death to night and darkness in literary writings, the image of "noon" can be 
interpreted as the frequency and the severity of the military attack upon people. The 
image of the "blossoms" of "death" in front of window conveys uneasiness. While 
"blossoms" connote the idea of life, the "blossom[ing]" of "death" in front of the 
window suggests the persona's exposure to violence in the chaotic city. The military 
attack is compared to the most destructive power in nature, the "hurricane," and is 
destroying the “tree," which represents the surroundings. Having totally understood 
the violent nature of the ruling power, Beidao presents himself as a humanist, who 
reveals the “truth” of the ruling ideology to the people. His role as a dissentient 
writer, and also his attitude towards the rulers and the suffering majority in 
"Ramallah" are rather consistent with that presented in "Prague." In this sense, 
Beidao's poems do not reveal any proactive vision about how a dissentient writer 
should survive outside the totalitarian political context. 
On the contrary, in his uncollected English poem "Rio Samba," Brodsky takes up 
the role as a social critic when describing the foreign culture. Brodsky wrote the 
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poem after his journey to Brazil in 1978 (1986: 62, 68), Like Prague and Ramallah, 
Rio de Janeiro is also a city having political unrests frequently. In fact, in the 1970s, 
Brazil was under the rule of the authoritative military government: General Ernesto 
Geisel was the president from 1974 to 1979 and the change of government was 
frequent (Coutsoukis). Although both Beidao and Brodsky are sensitive to the 
political backgrounds of the places visited, Brodsky turns himself into a humanist 
social critic, instead of sticking to the past dissentient identity. As shown in the 
analysis of "On the death of Zhukov" in the previous chapter, he assumes the 
humanistic perspective even when he writes about his native country. We can 
observe that Brodsky has the tendency to generalize the different political authorities 
into the universal political form, "empire" (2000: 117). In this way, Brazil merely 
represents another authoritarian "empire" that he is destined to leave, even though in 
his eyes, the Brazilian culture is totally different from his native culture and the other 
the European cultures (Brodsky 1986: 66): 
Come to Rio, oh come to Rio. 
It's the Third World all right, so they still read Leo 
Trotsky, Guevara，and other sirens; 
still, the backwardness spares them the missile silos. (2000: 461) 
"The Third World" refers to the fact that Brazil is once being colonized by the 
Portuguese. Despite the inferior technological advancement, the military 
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suppressions, which involve expensive weapons such as missiles, still exist in this 
backward country. The quotation of the name of the Latin American guerrilla leader, 
Guevara, makes such an implication. The frequency of military suppression is 
probably the legacy of the tyrannical colonial rule. Describing the place as a 
backward "Third World" under the violent rule reveals Brodsky's sympathy towards 
the helpless populace who are powerless to change their situation. Again, Brodsky 
assumes the role as a social critic in the following lines: 
Come to Rio, oh come to Rio 
Grow a mustache and change your bio. 
Here the rich get richer, the poor get poorer, 
[…] 
There are phones by Siemens, and even Jews 
drive around like crazy in VWs. 
[ . . . ] 
Buildings ape Corbusier's beeliive-cww-waffle, (461) 
Writing the poem in form of a song for dancing, Brodsky uses an ironic tone to 
portray the chaotic social order of this former colony. People can switch to a new 
identity simply by changing themselves to the desired appearance and biography. 
The uneven distribution of wealth prevails, as shown in the parallel structured line in 
the quotation. While the rich people have the famous brand names to represent their 
prestigious status, the poor people are merely insignificant residents in the high-rises 
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as crowded as a beehive. All these show that not only does Brodsky aim at attacking 
the political authorities, but he also expresses his sympathy towards the general public. 
Unlike Beidao, Brodsky does not make a direct comparison between the foreign city 
and St. Petersburg. His surrogate homeland is rather a perspective that represents the 
blurring differences between the native and the foreign places. 
Concluding Remarks 
Regarding the cities traveled as surrogate homelands is not effective in allaying 
the fear of the exile poets towards their uncertain future. These surrogate homelands 
are merely temporary spiritual shelters. The exile poets will be disillusioned when 
they realize that their imaginations are detached from the reality. Brodsky feels 
relieved with the Venetian scenery of water in the winter nights; however, the foreign 
city that he is destined to leave is not a permanent spiritual homeland. However, 
Beidao's attempts to resolve his obsession with the familiar stimuli result in great 
disappointment. He is reluctant to accept the changes in Beijing. To relieve the 
obsession with the dissentient identity, Beidao takes a more withdrawn perspective 
from the reality. Lacking the insights into his future life, he is totally indulgent in 
the role as a Chinese national hero. It is indeed an invalid identity because he can do 
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little to influence the foreign political context. On the contrary, Brodsky is less 
concerned about his dissentient identity. He regards the familiar sensations as a 
medium to address his nostalgic feeling. As the cities traveled are temporary and 
illusory shelters to the exile poets, Beidao and Brodsky formulate their imaginary 
• homelands by using their most familiar raw material—the languages for writing 
accompanying them throughout their writing career. The construction of the 
linguistic homelands will be analyzed in the following chapter. 
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Chapter 3: Spaces of Solitude: 
The Linguistic Homelands 
Exile and Language Crisis 
This chapter investigates how Beidao and Joseph Brodsky construct the 
linguistic homeland in the form of spatial images in their poetry. Exile writers often 
encounter language crises. Language is the pre-requisite of the "unified fields of 
exchange and communication" among the members of the community, or the 
nation-state since the twentieth-century (Anderson, 44). Language functions most 
properly as a medium of interaction when it is placed within its culture. The reason 
is that the language is part of the cultural system and is the best medium to 
accommodate verbally the ideas and concepts of its culture. Therefore, "practising" 
the mother language "actively in the everyday context" in a prolonged period of time 
(Daniel, 34) is particularly essential, but is also the most unconscious way to 
formulate an individual's cultural values, and to consolidate the membership of his 
own culture or the cultural identity. The mother languages of the lonely travelers are 
said to be displaced, or uprooted, because they are unable to attain the purpose of 
facilitating them to interact with the foreign cultural system properly. Dwelling 
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alone within the enclosed language system, the exile poetry often gives an impression 
of solitude, emptiness and insecurity. 
Emptiness and insecurity are recurrent themes in many of Beidao's and 
Brodsky's exile poems. In the earlier exile poem called "February," Beidao has 
described his writing experience as, "I and my poems / sink together" (1994: 194). 
Sinking to the underground symbolizes belittling oneself to escape from the threat of 
the external reality. His identity as a political exile makes his poetic voice being 
exposed to the public judgments. Belittling himself indicates his desire to preserve 
privateness. An image of uprootedness appears in "Walking Together," a poem 
which was written in 2002 and has not been yet published in any of Beidao's 
collection of poetry, "words float at sea in the whole night" (2002: 95). Brodsky 
uses the collapsing spatial images to represent the difficulty of making sense for his 
mother language in a foreign living place. In "In the Lake District," there is another 
image of uprootedness, "whatever I wrote was incomplete: my lines expired in strings 
of dots" (Brodsky, 71). The broken poetic lines, described as "strings of dots," 
represent the incompatibility among the mother language, the poet's perceptions and 
his subjective emotions when he is outside the cultural boundary. Losing the 
function of interacting with the outside reality, language becomes a closed system 
within which the poet indulges in his artistic creations. The exile writers live with 
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many languages, including his mother language, when he they travel constantly over 
the different foreign places. Therefore, expressing the beauty of language out of the 
scattered sounds of languages requires constant internal struggles. However, 
situating away from the home culture motivates the exile writers to view language and 
their "selves" from a completely new perspective. Self-examining the language 
processing is natural and necessary for them to refresh their visions of the more 
philosophical issues about the intrinsic properties of language, and their identities as 
writer. Exploring into the language, the exile writers could negotiate a new 
relationship among the mother tongues, the poets themselves, and the foreign 
linguistic environments. 
From the above textual evidences, the language crisis of the exile writers should 
be studied together with the drastic change in poetic style before and after his exile. 
Brought up during the Cultural Revolution, Beidao lived in a "totally ideologized" 
environment (Zhong, 13), within which the mass media invented political jargons to 
preach the state ideology. The theme of violence in Beidao's poems before his exile 
is inherited from the vigorous, and highly ideologized propaganda language; 
contradictorily, the individual poetic hero rebelled against the propaganda language 
which represents the collective state power. Although the ambition of rebelling 
against the authority is the centre of public attention, including both the critics in the 
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mainland China and in the West; Beidao, after his exile, feels his existence as a writer 
being threatened when he is being frequently associated with the June Fourth Incident. 
Therefore, Beidao's anxiety towards his language, which is manifested in the poetic 
images of uprootedness, is at the same time his existential crisis of being a writer. 
Brodsky's language crisis, however, should be studied by distinguishing the 
different features of his Russian and English poems. Brodsky is a bilingual writer 
who had been teaching himself English since he was fifteen. Many of his 
outstanding poems were written in Russian, while he mainly wrote in English in the 
later period of his exile, notably after 1990. He also auto-translated some of his 
Russian poems into English, especially since the early 1980s. These auto-translated 
English poems, to a certain degree, can also be regarded as the English original texts 
because the auto-translations are reinvention of the source texts. When the bilingual 
writer acts as his own translator, he has the authority to interpret the source text, so he 
could be less bound by the restrictions of literal translation. It is far more painful 
when translating from the native language to the adopted one than writing exclusively 
in one of the languages, because the texts written in different languages represent the 
two incompatible identities. For Brodsky, English serves to create a public image 
while Russian deals with his inner self: bilingualism denies a stable identity. 
Linguistic alienation is a natural condition for the exile writers: the bilingual writer 
1 0 9 
alienates from the new language and also the literary creation made by it, while the 
mother language is estranged from the host culture. The problem of uprootedness is 
irresolvable even though the exile writer is fluent in the adopted language. 
To explain the language crisis of the two exile poets, it is better to investigate 
both the relationship of language to the poets and that to the larger cultural contexts. 
First, the exile writers often feel themselves alienated from their languages. Without 
a daily context to practice, the native languages would calcify and be forgotten; and 
the exile writers would find themselves difficult to deliver the beautiful phrases and 
wordings. Second, the mother tongue is estranged from the foreign cultural context. 
It cannot accommodate the poets' perceptions and experiences in the foreign culture. 
Moreover, the democratic west's suspicious perceptions of the poets from the 
totalitarian countries are invasions upon the writers' individuality. Being classified 
as political dissentients downplays the exile writers' unique aesthetic qualities and 
thus, their role as writers. This enhances the poetss alienation from their language. 
A reexamination of the language is necessary to restore their insecure feelings towards 
their languages. 
Beidao's and Brodsky's imaginary homelands aim at restoring their displaced 
mother tongues "in place." In other words, these imaginary spaces are constructed 
so that their languages regain the function of artistic creativity in the new environment. 
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Both Beidao and Brodsky reconcile the tensions between the poet and language at 
both the individual and the cultural level in the following two ways. They treat the 
mother tongues as the private shelter which could accommodate the inner feelings 
effectively. Moreover, the linguistic homelands are textual spaces for them to 
explore the intrinsic properties of language in order to discover ways to facilitate its 
interaction with the alien cultural context. The linguistic homelands of the bilingual 
poet Brodsky are more sophisticated solutions to the language crisis because two 
languages are involved. Each of the two languages serves a specific purpose: the 
mother tongue is the private shelter, while the adopted language is the medium to 
communicate with the foreign context. 
To understand whether the linguistic homelands could resolve the alienation of 
the poets from the host culture or not, I will outline, in the second section of this 
chapter, the defining characteristics of the linguistic homelands of the exile writers. 
As the bilingual writers have a more complicated language processing, a part in the 
second section will also highlight how the linguistic homelands of Brodsky, as a 
bilingual writer, are more structurally complicated than Beidao's. This theoretical 
framework paves way for the comparison in the third section of the chapter: 
Brodsky's diversified forms of spatial images symbolizes his adoption of the multiple 
perspectives to address the personal and the worldly issues; while Beidao's struggling 
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within the "interiority" (1999: 60) of the secluded house of language, when he 
attempts to communicate with the foreign culture, will alienate himself from the 
reality. Before analyzing the concept of the linguistic homeland, I will explore how 
these two solutions of the language crisis are related to the concept of home in the 
following section. 
Linguistic Homelands for Exile Writers: Definition 
Definition 
Investigating the concept of home is absolute necessary for fully understanding 
how the displaced mother tongues could be restored "in place." Broadly speaking, 
home does not necessary mean any concrete geographical place, but refers to the 
"goal" of any "voyages of self-discovery" (Gurr，13), which means the realizations 
about his way of life from his experiences in the initiation journey. The sense of 
home also implies the secure feeling as home provides shelter which is a basic need to 
any individual. In this way, the linguistic homeland is an imagined space 
constructed through writing, so that the exile writer could restore his secure feeling by 
adopting a critical perspective upon his own language, and thus his own position as a 
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writer. The linguistic homeland resolves the language crisis in two ways. On the 
individual level, the exile writer feels confident with the aesthetic power of his 
language within the self-constructed space; on the cultural level, he needs to maintain 
a harmonious relationship between the self-constructed linguistic homeland and the 
foreign environment. The spatial image is an appropriate textual manifestation of 
the concept of home because it connotes shelter and security; it also connotes an 
imaginary room for the writer to search for self-knowledge. As space implies the 
existence of a boundary, the sense of home, in this way, means the harmony within 
and without this imaginary room, which signifies the resolution of the contradiction 
between the inner desire and the outer reality. 
Language constitutes a private space so that the exile writers could be freed from 
the threat from the alien environment. Because language is often regarded as the 
writer's source of identification, it is an excellent material to construct a space that 
totally belongs to oneself. The writer Julien Green observes that "a man's language 
is so very much his own property that he almost identifies himself with it....We are 
inclined to consider that what belongs to us and what we cherish most is somehow a 
part of ourselves" (Green, 160). V. S. Naipaul is a writer who makes use of his 
fictions as a private space to "struggle to face the new identity" through plot 
arrangement because of the "permanent exile" (Gurr, 5). Instead of the plot 
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arrangement, the exile poems reveal the poets' heightened consciousness of the spatial 
dimension, such as the images of dwelling within an enclosed space in Beidao's 
poetry, and the emphasis in the interconnections between the larger and the smaller 
spaces in Brodsky's. 
Privateness is important for the exile writers. For the exile writers, being 
labeled as the politically dissentient is another form of mental threat from the foreign 
cultural collectivity. Although the mother tongues cannot effectively accommodate 
the exile poets' descriptions of the perceptions and the experiences in the foreign 
culture, the exile poets take this as an advantage by turning inward to portray, and to 
explore the more philosophical issues about existence and about language itself as a 
subject matter. As the exile writers gain the freedom of thought, creating the 
linguistic space is a way to transcend the cultural differences and examine their own 
positions dearly. Joseph Brodsky mentions in his prose, "If art teaches anything—to 
the artist, in the first place—it is the privateness of the human condition" (Brodsky, 
46). Beidao uses a poetic style of clarity and purity to illustrate his existential crisis. 
The pure language style also means the intentional omission of political jargons in 
order to withdraw himself from the political discourse, which reminds himself of his 
traumatic memory of political suppression before his exile. The sphere of 
privateness fosters Beidao's transcendence to the philosophical issues, but also his 
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withdrawal from reality. Brodsky's Russian language forms a natural shelter of his 
privacy. Examples are the few outstanding earlier Russian poems^ which deal with 
the more intimate issues about his relationship with the mother country. The Russian 
language is used to defend himself as an innocent writer denying the desire of any 
political ambition. Although he also uses English to write about the parent-child 
relationship, such as "To my Daughter," two years before his death, the poem is less 
passionate than his Russian ones. Being eager to explore their inner selves, both 
poets demonstrate the solitary mood in their linguistic homelands. 
Establishing a harmonious relationship between the language and the foreign 
linguistic context is essential for restoring the secure feeling towards his language. 
In other words, he is still rootless and vulnerable when he dwells in the interiority of 
the linguistic space without connecting it to a larger space, or the foreign cultural 
context. Massey's concept of the identity of a geographical place is applicable to the 
linguistic space. "It (The identity of a place) derives, in large part, precisely from 
the specificity of its interactions with 'the outside'" (Massey, 13). Therefore, the 
linguistic space needs connecting to the larger reality, the foreign linguistic context. 
The process of searching ways to communicate with the foreign audience is a means 
to connect the private with the larger spaces. Gurr said, "the exiles, more pressingly 
8 Examples are “1972” and "Untitled" (The classical ballet, let's say, is beauty's keep). 
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concerned to find an audience than the metropolitan or expatriate writers ..." (Gurr, 
19). It is especially true for political exile writers because they are being deprived of 
the native audience due to the obligatory leave from the motherland. However, 
communicating with the foreign audience does not mean integrating into the host 
culture. The exile writers often maintain a distance to the foreign culture because 
distance gives the freedom of thought and insights. Despite his knowledge in the 
international language, Brodsky is still conscious of his irreconcilable gap with the 
foreign culture. Therefore, Beidao's and Brodsky's linguistic homelands are still 
spaces of solitude with the foreign audience being portrayed as an entity outside the 
linguistic homelands. 
Linguistic Homelands for Bilingual Writers 
The main difference of the linguistic homelands between the monolingual writer 
and the bilingual writer is that the one constructed by the latter reveals his diversified 
perspectives when he switches between the different linguistic channels. The reason 
for his ability to write from the diversified perspectives is that, having the two 
languages occupying different layers of the cerebral space, he possesses more 
"language processing strategies" (Beaujour, 13) and has a higher consciousness of 
these strategies than the monolingual writer. In other words, the bilingual writers are 
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equipped with more strategies in resolving the language crises. "Identity is not made 
up only of paper or blood but also of language” (Djebar, 20). Each language of the 
bilingual writer articulates a unique identity, which is different from the other ones. 
Nicole Ward Jouve, a French and English writer, said, "It took the fool that I was 
years to realize that tools shapes you hand一word shapes your mouth, your mind..." 
(Ward Jouve, 21). The Austrian-born American writer, Lowie, Robert H. mentions, 
“The popular impression that a man alters his personality when speaking another 
tongue is far from ill-grounded" (Haugen, 396). The stylistic differences in Joseph 
Brodsky's Russian and his English poems are the best textual manifestations of the 
effects of the choice of language upon the formation of identity. The Russian 
language reveals the poet's private self, as shown in the emotional expressions when 
dealing with the more intimate matters, such as the issues of marginalization and 
isolation in the new culture, in his early Russian exile poems.^ English forms the 
public self of the poet because it is often used to engage in the dialogues with the 
foreign cultural contexts: the English poems are about the daily experiences of 
communicating with the new environment. In short, the Russian language constructs 
a private shelter; while English facilitates the poet's communication between the inner 
and the outer linguistic spaces. 
For the bilingual writer, the choice of language is more than an issue of making 
his texts being readable by foreign readers in order to resolve the alienation problem. 
Despite the special function of each language, the choice of language of writing is a 
highly individual issue varying from writer to writer. A bilingual writer may stick to 
Examples are “Part of Speech" and "The Butterfly." 
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one language at a time, but switching to the other channel does not mean abandoning 
the original one. When working out the "bilingual trajectories" (Beaujour, 51), the 
scholar on bilingualism, Elizabeth Klosty Beaujour comments that 
In the long run, however, attempting to suppress all literary activities in the 
first language seems to be a mistake for most bilingual writers [...]. To be 
true to themselves, to their cerebral organization, and to their linguistic 
experience, bilingual writers must somehow remain actively bilingual. To 
profit from the greater number of processing strategies available to them, 
they must continuously exercise their option to choose among their 
languages and even to let them interact [...] (Beaujour, 53 emphases added). 
Without taking the neurolinguistic factors into account, Beaujour admits that keeping 
on writing in the first language, probably the mother tongue, is the most effective way 
to elaborate the "true," private self; and is also crucial to open up further options of 
stylistic variations. Brodsky's switching of language explains his multiple solutions 
to the language and thus the existential crises. In the earlier period of exile, from 
1972 to mid 1980s, Brodsky chooses Russian to represent his private self. "1972" 
and "Part of Speech" are the two outstanding Russian poems. Therefore, in an 
interview in 1974, he said that he wrote in English "for fun" (Brumm, 232) and did 
not intend to write seriously. In "To Please a Shadow" written in 1984, Brodsky 
writes: 
When a writer resort to a language other than his mother tongue, he does so 
either out of necessity, like Conrad, or because of burning ambition, like 
Nabokov, or for the sake of greater estrangement, like Beckett [...]. My 
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sole purpose then as it is now, was to find myself in closer proximity to the 
man whom I considered the greatest mind of the twentieth century: Wystan 
Hugh Auden [...]• My desire to write in English had nothing to do with 
any sense of confidence, contentment, or comfort; it was simply a desire to 
please a shadow. (Brodsky, 1986: 357, 358 emphases added) 
Brodsky writes in English out of his admiration of Auden. However, Galya Diment, 
in his study called "English as Sanctuary: Nabokov's and Brodsky's Autobiographical 
Writings," notices that Brodsky writes more than to please a shadow, as he uses 
English to deal with his most intimate themes about home and family in the most 
outstanding example, "To My Daughter." "That an inanimate object might be your 
father, / especially if the objects are older than you, or larger" (2000: 452). Using 
English as an inner voice is Brodsky's innovative application of the Russian language 
processing technique into the English poems. "Anthem," which will be analyzed in 
the following section, is another representative example. The use of English in this 
way does not mean the total abandonment of Russian because English is, in 
comparing to the drastic emotional change in his Russian poems, relatively more 
subtle and is less capable of reaching the true heart of the poet. English achieves the 
"therapeutic" (Brodsky, 1986: 461) function of avoiding the most touching issues in 
his life. Therefore, the adoption of the international language is more than making 
one's literary works readable by the "others," but is out of need to create an identity 
which is comfortable to the poet himself. Having two linguistic tools, the bilingual 
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writer feels more comfortable than the monolingual to seek different strategies to 
resolve the language crisis. 
Bilingual writers are more aware of the relationship between language and their 
cultural perspectives. Having two languages juxtaposing within the "unitary 
system" that processes languages, people receiving bilingual trainings enjoy higher 
degrees of "cognitive flexibility" (Beaujour, 13)，according to the most significant 
findings of the neurophysiological research. They are more aware of the underlying 
intrinsic properties of the linguistic symbols so that they are more capable of 
separating these symbols and their semantic associations. As the different linguistic 
symbols reveal one's perspective and one's cultural identity, the "cognitive flexibility" 
is what makes Brodsky have a higher degree of consciousness than Beidao about the 
cultural perspective that he uses. In "Polonaise: A Variation," Brodsky illustrates his 
old and his new selves within one metaphorical construction, the variation, which he 
uses throughout the poem. He pretends to portray from the outsider's point of view 
in this auto-translation into English; he also asserts his linkage with Soviet Union. 
As this poem is made up of these contrapuntal melodies, the multi-cultural 
perspectives of Brodsky enhance the complexity of texture and the degree of 
dissonance of these contrastive voices. 
Nonetheless, equipping with the linguistic tools does not represent the possibility 
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of a perfect resolution to the language crisis because the two languages are indeed 
irreconcilable to each other. Like the monolinguals, the bilingual writers' writing in 
the native tongue signifies a disconnection between the private shelter and the larger 
foreign cultural context. The bilingual writer's ability in using the adopted language, 
however, does not represent his perfect integration into the foreign linguistic 
environment. He would soon find that using both the native and the foreign 
language for identity formation results in the inconsistencies in the identities. 
Utilizing a foreign language to construct the linguistic homeland would make the 
writer get distanced from it; while the native tongue would make the writer feel 
estranged from the reality. This is why the exile German poet, Horst Bienek writes 
that "to find a homeland in his new language would uproot him (a writer)" (Bienek, 
45). Moreover, as each language is rooted in its own culture, the linguistic 
homelands constructed in different languages are indeed separated entities with little 
interconnections. Writing in either language represents the impossibility of 
articulating a complete self and thus, a complete solution to the language crises. 
Auto-translation from the first language to the second, which attempts to link up the 
two split identities, is a self-alienating act, and thus, a painful experience. The 
process of auto-translation from one language to another assimilates that of 
transposition from one musical instrument to the others—"raising or lowering all the 
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notes in it by a given interval" (Rushton), so that the notes lie within the pitch range 
of the target instrument. This metaphor explains the reason for the defamiliarizing 
effects when the foreign language is used. The existential crisis is universal for the 
exile writers because of the alienation of their languages from the new living 
environment. 
To make a critical analysis of how the linguistic homelands of both Beidao and 
Joseph Brodsky resolve the language crises, I have chosen five poems by Beidao: 
"Postwar," "Local Accent," "The Old Castle" and "Unlock;" and five by Brodsky: 
“1972,” "Part of Speech," "At a Lecture," "Anthem" and "Polonaise: a Variation," 
with themes and structures being comparable among one another. They are used to 
demonstrate the ways of constructing the linguistic homelands by manipulating the 
spatial relationships of inside and outside. 
Linguistic Homelands for Beidao and Brodsky 
Mother Tongue as a Temporary Private Shelter 
In "Postwar," a poem collected in his most recent poetry selection "Unlock," 
Beidao forms a shelter in his writings to restore his secure feeling against the 
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traumatic memory of political suppression before his exile: 
our silence 
became straw pulp became 
paper, that heals 
the winters that write the wounds 
(my amendment to Weinberger and Man-Cheong's translation; 1999: 72) 
The poetic subject is a collective "we," which probably refers to the young, exiled 
intelligentsia of the 1970s' mainland China sharing similar background with Beidao. 
There is a positive transformation in this poem: Beidao's generation does not remain 
silent because of the absence of the Chinese speaking voice in the alien context; and 
they transform silence into the "paper," the linguistic space for creation. Writing is 
therapeutic, and is essential in helping them to open up a new life. It is indeed a 
private space for them to relieve the pains of the old "wounds" by uttering the 
sorrowful feeling. Although Beidao is among the collectivity of intelligentsias, he is 
also able to recover his private self by turning his individual experience into unique 
artistic creation. 
Unfortunately, the linguistic space is only a temporary shelter because the 
intelligentsias are not totally free from their traumatic past. The "wounds" are 
beneath the paper. The Chinese verb, "yu-he," also connotes the action of covering 
up. The last line of the poem implies that the paper covers up "winter," which is a 
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metaphorical expression of the poet's solemn mood in the present when writing about 
the past. Therefore, the paper serves the purpose of wiping off the traumatic 
memories. However, the dark shadows of the "wounds" can still be seen on the 
surface of the paper. This spatial relationship makes subtle implication upon the 
intelligentsias' living under the constant threat from their traumatic memories. The 
ever-existing wounds in the linguistic space prevent the poet from communicating 
with the larger space, the foreign cultural context. 
In the earlier exile poem called "Local Accent," Beidao's language is once again 
placed in several perplexingly interwinding spaces created in this short poem of ten 
lines: 
I speak Chinese to the mirror 
a park has its own winter 
I put on music 
winter is free of flies 
I make my coffee unhurriedly 
flies don't understand what's meant by a native land 
I add a little sugar 
native land is a kind of local accent 
I hear my fright 
on the other end of a phone line 
(1995: 137) Trans, by McDougall and Chen. 
The crossover of the virtual, actual and multi-cultural spaces is demonstrated in Lo 
Kwai-cheung's dissertation called The Paths That Lead Nowhere: Chinese Misty 
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Poetry and Modernity. Lo said, "mirror is a place to fix an image, a space where the 
self-identity is perceived." However, Lo continues, Beidao constitutes his identity in 
the virtual space of mirror because he feels his mother tongue malfunctions in the 
foreign land (190. Mirror is often used as a poetic image representing Utopia where 
an individual forms his ideal self image, Beidao is frustrated when he returns back to 
the actual space where he is situated. In other words, mirror is a secluded, one-man 
space in which the poet maintains the function of his mother language but makes 
himself further withdraw from the reality. In addition to Lo's emphasis on "winter" 
as a temporal indicator, the term also gives hints to the distinction between the 
interiority and exteriority. The persona lives in his own space, while what happens 
outside is irrelevant to him. Lo mentions that the actual reality is exposed to the 
temporal change as highlighted by the persona's sensitivity towards the absence of the 
flies. On the contrary, the private space is a pure linguistic space, which is a stable 
source of self identification, and is isolated from the temporal changes in the actual 
reality. However, disillusion takes place once this private space is connected to the 
actual space of his mother country through the phone line. Hearing the lively 
Chinese voice in its own cultural context, Beidao is fearful because it forms a sharp 
contrast to the frozen, uprooted language of an exile person. This early exile poem 
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is stylistically different from the ones written in 1999.'® In "Local Accent," Beidao 
strives for a clear-cut distinction between the inside and the outside, while the foreign 
space is regarded as a threatening external force. There is a reversal of spatial 
relationship in "Old Castle" and "Unlock," because he finds himself exposed to the 
exteriority despite his effort to construct a private space. Most importantly, Beidao 
is still in solitude although he transcends numerous literal spaces when writing poetry. 
"Part of Speech" and "1972," which are among Brodsky's most outstanding early 
exile poems, reveal accurately his desire to take root in the textual space constructed 
by the Russian language. It is likely that the bilingual exile writer is less competent 
in his adopted language; therefore, it is natural for him to form his linguistic 
homelands by the mother language in the earlier phase of exile. These two poems 
contain certain sets of values which are common in the linguistic homelands created 
in the early exile poems by both Brodsky and Beidao. Firstly, "Part of Speech" 
emphasizes the mother language as the invaluable property of the lonely traveler: 
...and when "the future" is uttered, swarms of mice 
rush out of the Russian language and gnaw a piece 
of ripened memory which is twice 
as hole-ridden as real cheese. (2000: 114) 
The mind of the poet is externalized as the setting of the poem. Still, this is a space 
10 The spatial dimensions in "The Old Castle" and "Unlock," which will be analyzed in the subsequent 
sections, are contrastive to that in "Local Accent" 
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of solitude because no one can understand how an exile writer suffers during his 
lonely journey. The relationship between language and memory are illustrated by 
the hidden metaphor of timeline between the past and the future. Uttering the 
"future" is a symbolic action about the poet's expectation about how his future life 
would be from the perspective of the present. Brodsky believes that his knowledge 
of the mother language is timeless, as shown in his use of the lexicon, "future," to 
stand for the progression of time. However, time erodes his memory of the native 
place, like the mice's eating away the cheese. Brodsky highly values his mother 
language because his permanent knowledge of language gives him the sense of 
security. 
Secondly, Brodsky looks inward to write about his private self against the threat 
of the reality. Facing the incomprehensible alien world, he feels his mind being 
emptied. 
After all these years it hardly matters who 
or what stands in the corner, hidden by heavy drapes, 
and your mind resounds not with a seraphic "do," 
only their rustle.[...] 
Fearing of the unknown force "hidden by heavy drapes," as a writer, he feels that his 
existence is further intimidated when he finds his mind echoes with semantically 
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empty rustles, instead of musical speech sounds, "do-re-mi"''. 
[ . . . ] W h a t gets left of a man amounts 
to a part. To his spoken part. To a part of speech. (2000: 114) 
Communication is made up of two directions: expression and reception. Being 
unable to conceive any meaningful dialogues in the alien culture, taking the initiative 
to speak is the only way to use his language. Therefore, the title of the poem, "a part 
of speech," indicates that the function of the mother language is incomplete: his 
language is unable to perceive and being perceived. Having his poems being 
reduced to mere soliloquies, the language crisis also means the existential crisis as a 
writer. His linguistic homeland, being a one-man space, is an imperfect substitute to 
the native cultural context as a channel to maintain the functions of his language. 
"1972," a poem written soon after the beginning of his exile in November of 
1972，also demonstrates the threat of the externality against the internality as what 
Beidao has done in his "Local Accent." Writing is interpreted as a desperate attempt 
to ensure the writer's existence in the alien culture. 
This song isn't the desperate howl of deep distress. 
It's the species' trip back to the wilderness. 
It's, more aptly, the first cry of speechlessness, 
whose domain could be thought just a total feat 
“ B r o d s k y , Joseph. Collected Poems in English. Ed. Ann Kjellberg. New York: Farrar, Straus 
and Giroux, 2000. p.514nl 14. "...and when the 'future' is uttered": "a seraphic ‘do’ ": As in 
"do-re-mi" in the Russian original in 1978. 
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of sounds voiced by a once scarlet and 
wet—now hardening into a moribund 
more or less matter~strong vocal vent. 
Change for the better. Or that's my view of it. 
(2000: 69-70 emphases added) 
Brodsky compares his individual voice before his exile as powerful as the "howl" of a 
fierce animal in the wilderness. Within an unfamiliar context, his powerful poetic 
voice malfunctions. As blood is associated with fervent passion for language in the 
previous stanza: 
I'll yell out: self-restraint is just dumb and morbid. 
[•••] 
If an ember still glows inside this monolith, 
it's not reason, just blood that keep circling, going (2000: 69) 
This interpretation can be applied to the image of mouth. Not only does the use of 
this image of blood stand for the poet's burning passion, but it also represents the 
exactness of his mother language in concrete portrayal of his inner feeling, which can 
be compared to the fierce animal's accuracy when locating its preys. Brodsky yearns 
for the primitiveness as expressed in the line, "it's the species' trip back to the 
wilderness." He has a great sense of loss for the effectiveness of his language before 
his exile to reach his true heart. Therefore, he disappoints with the irresponsiveness 
of the alien audience in the present, as if he is talking to a hardened, groundless abyss 
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("moribund"). The external reality, threatening to his existence, is presented in the 
form of his yearn for the past. The linguistic homeland here is a space originated in 
the private, as well as the past self of the poet. Suffering from the similar problem as 
Beidao, the linguistic homeland during the early period of his exile makes Brodsky 
withdraw himself from the reality as he is obsessed with his private and past self. 
A Threshold to Approach the Foreign Audience 
Beidao uses the metaphor of exit among the intricated spaces to signify his effort 
to communicate with the foreign audience in "The Old Castle." 
the pine hedge labyrinth is grammar 
you can speak until you find the exit 
follow the staircases 
deep into the interiority of language 
unobstructed doors and hidden passages lead to 
that hall which is like echo 
you shout loudly, there is no echo 
(trans. Weinberger and Man-cheong;1999: 60) 
The old castle is the secluded space as it is a shelter surrounded by canals; while 
the "pine hedge labyrinth" is another enclosed space within it. As Beidao has 
traveled to seven European countries from 1989 to 1995 as mentioned in his essay 
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collection. The Blue House, it is not surprising that he has visited the old castles and 
uses it as a source of poetic imagery. However, the specific local features of the 
European castles are absent in the poem when he uses this image to illustrate his 
personal problems. The castle signifies an unfamiliar context that the traveler would 
explore within it. Therefore, the "you" is the same as the persona because both are 
travelers in an unfamiliar context. While the foreign castle is the allegory of this 
poem, the objects found in the castle are also manipulated to complicate the spatial 
relationship. The "pine hedge labyrinth" represents the "grammar" of, probably, the 
different national languages that Beidao encounters in the host cultures. The 
intricated spatial relationship between the labyrinth and the foreign castle assimilates 
the exile writers' constant struggle among different languages. Since the 
interconnecting paths within the labyrinth resemble the complex patterns of grammar, 
searching for the "exit" of the language requires the poet's detailed examination of the 
grammatical system and language processing. The "exit" is the means to connect the 
secluded labyrinth, to the castle, which represents the larger context; so that "you," or 
the traveler, is able to speak to the foreign audience when the "exit" is discovered. 
Being free from the specific cultural features, not only does the abstract image of the 
castle demonstrate the purity of language, but it can also yield cross-cultural 
interpretations by exploring the multiple possibilities of the meanings. 
* 
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Unfortunately, instead of connecting to the larger context, Beidao retreats 
himself from the reality as he goes into the entangled spaces. As the poet penetrates 
into the interiority, he would gradually withdraw further and further from the outside 
because the exit is at the centre of the labyrinth. Moreover, the persona's passing 
through the spiral "staircases," the "unobstructed doors and hidden passages," and 
reaching of the "echoing hall" at the most centre of the castle are also images of 
withdrawal which signify the poet's investigation over the language issue. These 
spaces of solitude provide temporary shelters to the poet. Although the simile 
"echo" may represent loneliness; it can also be interpreted as Beidao's expectation to 
have his own voice heard within an artificial space. The absence of echo next line 
breaks his illusion down in a sudden. 
portraits surround you 
the last generation of hostesses 
slip off their old-age masks (1990: 61) 
These speechless old portraits, staring coldly downward to the persona, are 
inappropriate audience to him. Having the old-age mask slipped off, these dead 
objects within the castle have no difference from the foreign people encountered in 
the daily interactions. In the persona's eyes, all these are alien perceptions which 
make him feel alienated as an outsider. The poet's mental association between the 
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objects within and those without the literary spaces symbolizes the breakdown of the 
enclosed space and thus, the exposure of the poet to the threatening exteriority. The 
fragile distinctions between the inside and the outside accurately portray the 
ever-existing insecure feeling of the traveler. 
Unlike Beidao, when building up the linguistic homeland by using his adopted 
language in "At a Lecture," Brodsky looks both inward to the intrinsic properties of 
language, and outward to the communication with the foreign audience. This poem 
is an outstanding example of the Russian writer's use of English to articulate his 
public self~his relationship with the external reality in the foreign culture when he 
takes up the public duty of a lecturer. Unlike Beidao's use of castle as a metaphor, 
"At a Lecture" begins with Brodsky's daily experience, which takes place in a 
concrete setting of the lecture room. 
Since mistakes are inevitable, I can easily be taken 
for a man standing before you in this room filled 
with yourselves. ... (2000: 449) 
At the beginning of the poem, the poet's communication with the audience is far from 
being fluent because he finds it difficult to avoid "mistakes" in his lecture, which is 
probably conducted in the less familiar adopted language. Therefore, in the actual 
reality, the poet, "I," and his audience, "you," have an inharmonious relationship: they 
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stand opposite to each other. Brodsky resolves the alienation problem by putting his 
daily experience in the form of poetry. Writing transforms the setting from the 
actual space to the linguistic space. In this way, he transcends the problem of human 
relationship to the philosophical issue about language and reality. 
[...]Yet in about one hour 
this will be corrected, at your and at my expense, 
and the place will be reclaimed by elemental particles 
free from the rigidity of a particular human shape 
or type of assembly. Some particles are still free. It's not all dust. 
So my unwillingness to admit it's I 
facing you now, or the other way around, 
has less to do with my modesty or solipsism 
than with my respect for the premises' instant future, 
for those aforementioned free-floating particles 
settling upon the shining surface 
of my brain. Inaccessible to a wet cloth eager to wipe them off. 
“Yet in about one hour, this (those "inevitable" mistakes) will be corrected" 
(explanations added). Brodsky is hopeful in relieving the alienated feeling in the 
instant past by his linguistic creation. David Rigsbee has made interesting 
observations to these two stanzas: 
Not unlike Edward Hopper's late painting, "Two Comedians," "At a 
Lecture" suggests that the artist is the equivalent of a theatrical performer 
(in Hopper, a clown; in Brodsky, a speaker who is also an academic con 
man) ready to take his bow, [...]; and, 
Not only the poet's lecture, but also presumably all that brought him to the 
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lecture is seen as a construction. (Rigsbee，145; emphasis added) 
Rigsbee's use of theatrical performance as a metaphor to explain the spatial structure 
in this poem is effective in understanding how art could break the constraints among 
people of different cultural backgrounds in reality. When the lecture is turned into 
the artistic expression, the poet "reclaims" the reality by picking up from his memory 
of his perceptions when the lecture is ongoing. In other words, the metaphor 
‘‘elemental particles" refers to his perceptions, and therefore, his source of inspirations 
for writing; while the "free-floating particles" are the unselected ones which will be 
subject to the "construction" of the poet. Indeed, the subject positions of both the 
lecturer and the audience are relative, and interactive towards each other: "this will be 
corrected, at your and at my expense" (emphases added), and "I / facing you now, or 
the other way around." On the one hand, both are the performers within the 
theatrical performance who facilitate the development of the event. On the other 
hand, the title “At a lecture" suggests that the poet is also a member of the audience at 
the same time. Being responsible for managing the audience, he enjoys his own 
poetical tricks because he knows more than the others when he frees the event from 
the rigid vision of the common people: "free from the rigidity of a particular human 
shape.” Enjoying with the audience at the same time, Brodsky resolves his 
alienation problem by using art to break down the circumstantial constraints between 
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the alien audience and himself. 
While Brodsky's linguistic homelands is able to withstand the passage of time, 
dwelling within the artificial space symbolizes escaping from the reality. "At a 
lecture" is Brodsky's most successful in restoring his secure feeling because language 
gives the sense of permanence to the poet. Brodsky's linguistic homeland has a 
richer texture than Beidao's. The former defines his linguistic homeland by several 
dimensions, such as the temporal dimension and the cross-cultural perspective; but the 
latter is an abstract artificial space making few and implicit time and cultural 
references. In this poem, time is the enemy of humans because life is a one-way 
street going from the past to the future. The present is short; the future threatens to 
turn the present into the instant past within a short period of time: 
The most interesting thing about emptiness 
is that it is preceded by fullness. 
[ • • • ] 
We all act out of vanity. But I am in a hurry. 
Humans often suffer from the insecure feeling of emptiness. The concrete feeling 
about certain experiences would soon be succeeded by vanity because humans travel 
away from what has been experienced as time passes. Being conscious of the threat 
of the future, putting experience in linguistic form is to preserve the present moment 
from being washed away by the temporal force. Therefore, writing is the poet's 
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attempt to capture the instant moment in the present, and to transform the fragile 
memory into eternal language form. Brodsky plays upon different sets of relative 
concepts: present and future, "I" and "you," language and reality, in the final stanza to 
f urther illustrate his creation of new self through writing: 
Once you know the future, you can make it come 
ea r l i e r . [ . . . ] 
Self-effacement is not a virtue 
but a necessity, recognized most often 
towards evening.[...] 
[. . .]As the swan confessed 
to the lake: I don't like myself. But you are welcome to my reflection. 
Brodsky's welcoming gesture towards his future indicated in the first line does not 
stand for his confidence in finding a new subject position to interact with the alien 
places. He has such a gesture not because the future is no longer threatening to him. 
The future will become the present when the poet has reached certain point of the 
temporality. The poet welcomes the forthcoming experiences because they are 
similar to the "elemental particles" in the first stanza, which are important sources of 
poetic inspirations to him. As writing is an act of identity formation, the relationship 
between the poet himself and his poetic creations assimilates that between the swan 
itself and its reflection in the lake. “I don't like myself. But you are welcome to my 
reflection." Being similar to the swan, Brodsky suffers from self denial because a 
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person in exile is an outcast in the alien contexts. However, when his experiences 
are manifested in language, they become some pleasant poems and he gains the secure 
feeling by asserting himself as a poet. Therefore, Brodsky's writing about the daily 
reality is an act of "self-effacement"一retreating into the language. While Brodsky 
is similar to Beidao in their ways of withdrawal from the reality, the former is more 
successful in restoring his secure feeling of living in an alien space. 
An Imaginary Gateway to Access the Foreign Cultural Context 
The process of unlock concisely metaphorizes the attempt to connect the 
language to the larger cultural context in Beidao's "Unlock". At the beginning of the 
poem, "wine" is the key image that creates a lonely linguistic space. "I dreamt I was 
drinking wine / the glass was empty" (1999: 163, trans. Weinberger and Man-Cheong). 
"Wine and poetry are often associated with each other" (Ouyang, 26) in the way that 
drinking wine often connotes sadness, solitude and withdrawal, especially in classical 
Chinese poetry. Drinking wine in the illusory space of dream, therefore, symbolizes 
his desire to express his intense melancholy through poetry. While the wine is often 
the catalyst for the classical Chinese poets to outpour the touching emotions about 
their ambitions and responsibilities towards their country, Beidao's "empty glass" 
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signifies his unutterable grievances. He grieves because searching for the right 
words to portray the inner feeling is a lonely experience. Using the metaphor 
"empty house" to stand for "me" further confirms this lonely situation. Moreover, 
his grievances are unutterable because he is skeptical about the function of the 
ideologized Chinese language. The "empty glass" also implies the malfunction of 
the Chinese language in articulating the inner feeling of an individual. 
people tell lies—at the crux of meaning 
they slip alongside the executioner 
slip towards me: empty house 
a window opens 
like a high C piercing the silence 
earth and compass spin 
through the secret combination— 
daybreak! (1999: 165) 
The loneliness of the poet is further intensified as the majority of the people submit 
themselves to the brutal executioner, which probably signifies the totalitarian state. 
Beidao accuses the people of telling lies because their utterances deviate from what 
they think in mind "at the crux of meaning"—when the taboo subjects are touched 
upon. Therefore, living in a liberal context after exile is a good opportunity for him 
to think about the real meaning of language. 
A new poetic style should be designed to express the real meaning in the new 
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environment without any political control; however, an external force from nature is 
necessary for Beidao to be inspired about how to connect the secluded linguistic space 
with the larger space of cultural context. Although it is not explicitly presented, the 
sudden opening of the "window" implies the existence of the moving wind. The 
"high C" note is an alarming high note as well as the most natural tonic note of a 
piano, which gives a feeling of stability, purity and positivity. It is the key provided 
by nature to cut across the two spaces with its powerful high pitch. The poet, 
appeared as an invisible observer within the "empty house," actually needs to make 
use of his poetic genius to catch the particular moment of the new, and secret 
combination of language expression and the true meaning in mind. The image of 
unlock is a hopeful picture about Beidao's attempt to restore the purity of language 
against the contamination by political propaganda. 
Beidao's linguistic homeland is still a space of solitude and emptiness. His 
language crisis is restored in the metaphorical resolution by the image of unlock. 
However, Beidao has a tendency to keep a distance from his host country. The 
boundary between the linguistic space and the larger space outside still exists because 
the window only provides a limited contact point within and without. Although the 
space provides a freedom of creativity to the poet, it remains to be an empty house 
and fails to provide the sense of home. Beidao is aware of the hollowness of his 
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native language because the language is too much corrupted with the state propaganda. 
Moreover, a place is meaningful to an individual unless it gives a sense "of recourse 
to a past, of a seamless coherence of character" (Massey, 12). The expressions of the 
true feelings are destined to fail to maintain a "seamless coherence" with the past life 
because they are suppressed desire under the political control in the past. Any 
possible revelation of the true feelings evoked by the contact between the inner and 
the outer spaces is doubted because the metaphor of unlock is not further developed 
either in the poem, or in the other poems with similar themes. Therefore, Beidao's 
linguistic space is isolated from the outside. 
Instead of sticking to the traditional sense of home, Brodsky writes his own 
“rational anthem" in "Anthem" to define his own sense of home when living in the 
liberal adopted culture. As it is written in 1995, one year before his death, this poem 
carries the contradictory and ironic messages of celebrating his individuality but 
lamenting his rootlessness at the same time. In the final stanza, Brodsky uses the 
word pun “rational anthem," firstly, to show his joy of having escaped from the 
system of nation-state, which once requires his unquestioned obedience to the Soviet 
authority; secondly, to indicate the bilingual writer's attempt to use the adopted 
language to write from a perspective that is impartial to any nationality. 
Praised be climate 
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for putting a limit, 
after a fashion, 
to time in motion. (2000: 432) 
Brodsky is grateful towards his marginal position as shown in his use of climate and 
the four seasons as the temporal boundary to the linguistic homeland occupying the 
unlimited space. The four seasons and the climate are better metaphors than 
Beidao's empty spaces in celebrating the freedom that Brodsky gains. Perceiving 
the spaces of different time and different culture as identical, Brodsky feels himself 
moves freely to and from these spaces with his refreshed vision at the margin. Being 
similar to the process of unlock in Beidao's poem, the four seasons and the climate are 
manifested as political images to make ironic comments to their old living 
environment before exile. 
Of all prisons 
the Four Seasons 
has the best diet 
and welcomes riot. 
The four seasons are associated with the negative terms about political suppression, 
"prisons" and riots;" however, these terms are what he uses to illustrate the theme of 
freedom in an ironic way. If the four seasons are prisons, they must be prisons that 
can accommodate all people because the division of seasons is culturally universal. 
The seasons welcome the riots; but riots are unlikely because they would only exist in 
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societies which are without the freedom of opinion. Although the climate is also 
compared with the negative qualities of the nation-state system, its humanistic 
qualities make his present living condition comfortable. 
Detached like Confucius, 
hardly conscious, 
it may not love us, 
but murmurs, "Always." 
Being finite, 
we certainly find it promising and heartwarming, 
through it's a warning. 
A climate's permanence 
is caused by the prevalence 
of nothingness in its texture 
at atmospheric pressure. 
Hence, the barometer, 
with its Byronic air, 
should be, I reckon, 
our only icon. 
Since the accuracy of mercury 
beats that of memory 
(which is also mortal), 
climate is moral. (2000: 432-3) 
Like the nation-state system, an individual has to submit himself to the control of the 
climate of a particular place when he lives within its sphere of influence. Despite the 
omnipresence of the climate, no matter good or bad, people are hardly conscious of its 
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existence because it does not interfere upon their ways of life. In contrast to the 
nation-state system, the climate would never set any black-and-white doctrines to 
manipulate people's thought. This is why Brodsky believes that the climate adopts a 
detached attitude to human beings. Appreciating the common entity in daily life 
represents the poet's new vision when he gets rid of the control by the totalitarian 
state. Moreover, the climate is sometimes destructive to the natural order. The line, 
"it may not love us, but murmurs, 'Always.'," is similar to the "lies" told by "the 
people" in “Unlock” because the utterance of the personified climate deviates from 
his thought. This line seems to suggest the comparison between the climate and the 
totalitarianism in relation to the theme of hypocrisy. As the change in the climate is 
"finite" and can be quantified by apparatuses, such as "barometer" and "mercury," 
human beings can prepare themselves for the worst weather in advance. On the 
contrary, the state decisions, especially those about the prosecution of the dissentients, 
are irrational because detention without charge and imprisonment without trial is 
common in totalitarian countries. The climate is moral in the sense that it operates in 
certain rational order, whereas the mortal state apparatus operates according to the 
ruling party's preference, so that unequal and inhumane treatments to its people are 
possible. The rationality that he enjoys in his present living condition makes the 
poet's feel comfortable. Brodsky's admiration to the climate in this poem implies 
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subtly his happiness of having escaped from the political system of nation-states. As 
the climate is culturally universal, the exile poet's homeland lies in nature, which 
gives him plentiful poetic inspirations. 
Being similar to Beidao, Brodsky's problem of homelessness remains unresolved, 
even though he has a sophisticated redefinition of the sense of home under his skilful 
language processing strategies. The first reason for the irresolvable homelessness is 
that climate is unable to give the poet a unique cultural identity. Moreover, English, 
as an adopted language, representing the public self, suppresses the poet's emotions 
towards his native country. Although he regards that different places are basically 
identical in this poem, it is quite impossible to be so for a writer like Brodsky who is 
loyal to his native culture. Homeland is everywhere means homeland is nowhere. 
The freedom of mobility also suggests that he is unable to settle down at any specific 
point in an open space. Brodsky is similar to Beidao here in the way that a 
metaphorical resolution does not imply an ultimate solution to the alienation problem. 
Brodsky's "Polonaise: A Variation" demonstrates his higher awareness of 
cultural perspective than Beidao in his attempt to articulate both the old and the new 
selves within one metaphorical construction一the variation. The variation is a 
metaphorical construction because it integrates the different metaphors which 
illustrate the poet's old and his new selves respectively. Understanding of the 
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musical form, the variation, is absolutely necessary to show how this musical form 
functions as a metaphorical construction. A variation is a musical form "founded on 
repetition, and as such an outgrowth of a fundamental musical and rhetorical principle, 
in which a discrete theme is repeated several or many times with various 
modifications" (Sisman, Elaine). This concept assumes that the stylistic innovations 
in the rewritten passage originate in an existing musical element, while these 
innovations may imitate and overthrow the original theme in certain ways. This 
metaphor is coherent to Edward Said's "contrapuntal juxtaposition" (1994: 186) 
between the new and the old environments. While Said describes the experiences 
that happened before and after exile as the multiple simultaneously sounding melodic 
lines, the variation is a more concise metaphor of the exile poets' interpretations to 
their new lives as a shadow of their former lives. 
Brodsky's sympathy towards Chopin's experience illustrates his old self because 
it represents his attachment to the Russian soil and particularly, his subversion 
towards the Soviet state. The Polish spelling of the first name, "Frederyk," is the 
textual evidence showing that Brodsky makes subtle reference to Chopin. By 
writing this poem, he outpours his intense desire to attach to the native soil, which is 
comparable to Chopin's fervent nostalgic feeling after he left Poland during the Polish 
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uprising, as expressed in his nationalistic series o f P o l o n a i s e s ] � Although section I 
of the poem is about an autumn scene in the evening, some of the poetic lines 
implicitly refer to his sympathetic sentiment to Poland and to Chopin: "A lean 
nation's frontier slips off like a loosened harness;" “[...] of the rooms whose air 
savors every ounce pecked by Frederyk's keyboard-bedeviled nozzle" (2000: 245). 
Poland is portrayed as a piece of lean soil with a vulnerable boundary. The 
glooming, nasal and mysterious sound of the piano symbolizes Brodsky's sonorous 
lament towards Chopin's detachment from the native soil due to the oppression of the 
nearby power, Soviet U n i o n ] 3 Besides being a verbal expression, Brodsky's poem 
is a variation to Chopin's polonaise with the self-alienating effect. Chopin's fervent 
love to Poland prevailed in his Polonaises; Brodsky's nostalgic sentiment to the 
Russian soil could never be as unrestrained as Chopin's because he is repulsive 
12 Downes, Stephen. "Polonaise." Grove Music Online. Ed. L. Macy (Accessed 31 Jan 2004). 
<http://www.grovemusic.com>. "When he returned to the polonaise several years later he was able to 
redefine it as a genre, allowing it to take on a quite new, explicitly nationalist, significance. It goes 
without saying that Chopin's music cannot be confined by a nationalist aesthetic, but that it played a 
part in the development of cultural nationalism, and not only in Poland, is beyond question." Polonaise 
is an important symbol representing Chopin's achievement in western music history because it is he 
who transforms ^ e polonaise from a kind of country folk dance to grand recital pieces. His reasons 
for leaving Poland are controversial. He may leave Poland to cure his respiratory disease, or to seek 
an alternative career in composition in Vienna. He felt regret about his left from Poland at the time 
during the Polish Uprising in the 1830s. Polonaises written after his departure from Poland are 
famous for their strong nationalist features. 
13 Zamoyski, Adam. Holy Madness: Romantics, Patriots, and Revolutionaries, 1776-1871. New 
York: Penguin Books, 2001. The Russian territorial ambition in Poland is undoubted throughout the 
European history. “After the defeat of the Confederation of Bar and the partition of 1772, Poland had 
become a virtual colony of Russia, with its king and institutions directed from the Russian Embassy in 
Warsaw." (36) "Catherine II had invaded in 1792 because she regarded Warsaw as a 'brazier of 
Jacobinism'." (91) "On 13 October 1861, Russian troops swarmed into Warsaw and set up camp on 
the principal squares, with field-guns unlimbered and ready to fire." (415) Russian's military actions 
aimed at stopping the Polish student revolt, as well as Prussian's diplomatic designs against Russia. 
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attitude against the oppressive native government. Therefore, Brodsky writes this 
poem as a variation to Chopin's Polonaises to articulate the need of homeland of the 
dissentient writer. 
The second section forms a contrapuntal pattern with the first: the illustration in 
the second section about the living things' destined departure of away from their 
homes responds to the poet's expression of the need of home in the first section. The 
illustration represents Brodsky's new self as he transforms his need of home, from 
being the necessity of a dissentient writer in the Soviet Union, to being a universal 
phenomenon in the natural world. 
II 
Reddish tiles of the homestead, and the yellow shade 
of its stuccoed dwellings, beset with shingles. 
[…] 
[...]Alders, nothing-clad, 
in their basket carry away the river. 
And the leaden plow in the furrowed clouds 
bodes no good to gray winter crops racked with fever. 
To your woolen stockings and line hem 
burdocks cling like nobody's child that loses 
in the end its grip. 
[…] 
Long a silhouette to yourself, you won't 
fall into anyone's fond embraces. (2000: 245-6) 
While the “homestead” needs the protection of the surrounding red tiles; these 
red titles also need the protection of the "shringles," which can prevent the erosion of 
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the tiles. Crops need the shelter of the ploughed furrow. As the need of home is 
universal in the natural world, he is sympathetic towards the destined leave-takings of 
even the trivial entities. The line hem burdocks' loss its grip from the woolen 
stockings is manifested by the passionate metaphor of the helpless orphans. This 
poem is an auto-translation from Russian into English written in 1981, and thus, is 
among Brodsky's first attempts to turn to write in his adopted language. Brodsky 
translate the poem to the international language in order to detach himself from the 
perspective of his native culture, and to relieve his painful feeling of breaking off 
from the actual homeland. The destined departure of the living things away from 
their homes signifies the impossibility of finding another homeland to settle down 
once having started the life in exile. The old self is always contrastive to the new 
self. Lacking a permanent land to ground upon, the poet finds the linguistic 
homeland fail to eliminate his feeling of anxiety. 
Ill 
I admit that one's love should be greater, more 
p u r e . . . . 
[…] 
That one could reconstruct, pore by pore, your true 
looks, with idle atoms and mental power; 
or just peer at the mirror and state that you 




Does it really matter who's run away from whom? 
Neither time nor space is matchmaking for us 
who took full advantage of sampling some 
of those ages to come, and whatever follows. 
The idea of taking home everywhere appears again as revealed by his desire for 
"pure" love—love to a place that transcend cultural constraints. "Does it really 
matter who's run away from whom?" This is a powerful rhetorical question that 
shows Brodsky's gradual acceptance of his linguistic homelands as well as the 
‘ impossibility of returning to the actual homeland. Besides showing the difference in 
Brodsky's and Chopin's concept of homeland, the variation demonstrates the 
contrastive old and the new self of the poet within a poem. It is a complicated, 
cross-cultural metaphorical construction that cannot be found in any of the Beidao's 
poems analyzed in this thesis. 
A sophisticated linguistic processing, again, does not guarantee an effective 
solution to the alienation problem. Although writing about the Slavic culture would 
ease a bit his nostalgic feeling to his native place, the bilingual poet is unable to 
resolve his alienation from his newly adopted language. As this poem is an early 
attempt of auto-translation, from the perspective of the neurolinguists, one can guess 
that he has to struggle painfully to change from one language to another in order to 
arbitrarily link up the disconnected identities. There are some awkward 
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combinations of words, such as "nothing-clad," which could be replaced by "naked;" 
and “nobody's child," by "orphan." These terms seldom appear in poems written in 
English. Because this poem is written in free verse, these awkward terms are better 
interpreted as Brodsky's alienation from his adopted language, rather than out of the 
intentional rhythmic considerations. 
Concluding Remarks 
Both Beidao's and Joseph Brodsky's linguistic homelands are not perfect solutions 
to the language crises. Beidao's linguistic homelands are featured by solitude, 
emptiness and insecurity. He struggles alone to explore his language in order to seek 
for a dialogue with the alien context. Ironically, he discovers that he dwells further 
and further inside the world of language when he attempts to make connection with 
the outside. Although the bilingual Brodsky possesses two languages to articulate 
his private and public selves separately, he is unable to articulate his complete self 
when he writes in either language. Moreover, his feeling of being alienated from the 
new language is ever-existing. The awkward phrases highlight his uneasiness with it. 
Most importantly, English cannot reach the deepest of his heart: his true self of being 
a Russian writer. However, their failure to resolve the language crisis should not be 
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the cause of devaluating the poems of both poets. Brodsky's sophisticated images of 
homeland and Beidao's abstract and disruptive poetic images are individual choices of 
solutions to their language crises due to their different cultural backgrounds. 
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Conclusion: 
Textual Spaces as Homelands for the Exile Poets 
Investigations in this thesis show that the images of spiritual homeland 
constructed in the poetry written by the two exile poets, Beidao and Joseph Brodsky, 
fail to offer perfect solutions to the problem of homelessness. The three images of 
homeland—memory as imaginary homeland, cities traveled as surrogate homeland 
and the linguistic homeland—are imitations and re-creations of their distant home 
country. Unfortunately, no matter how hard they attempt to reconstruct their homes, 
the textual spaces can never give a unified identity to the exile poets. The problems 
of homelessness as identified in the introductory chapter—the split identity, the 
despair towards the future and the uprootedness of language—appear from time to 
time. Therefore, the exile poets are living in insecurity and anxiety for the rest of 
their lives. This chapter of conclusion demonstrates how the exile poet's images of 
homeland contribute to a new definition of homeland. 
The native state is the most legitimate homeland for an individual because it 
provides both the physical and spiritual protection to him. As a geographical place, 
the native state grants its subjects the basic human rights. Besides, the native state is 
also a cultural context of a shared language and culture. An individual living in his 
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native place thus has a unified identity. Firstly, he feels secure when he has a 
harmonious relationship with the cultural context where he finds it possible to use his 
own language to interact with his native subjects. Secondly, the native state also 
provides a cultural context which makes his life in the past meaningful and the life in 
the future foreseeable. The exile poets' efforts to construct their imaginary 
homelands aim at recovering this unified identity. 
The exile poets construct imaginary homelands to recover the physical and 
spiritual protection provided by the native state. Therefore, the three images of 
homeland are similar in the sense that they are presented in the form of textual spaces. 
Memory of the native place as an imaginary homeland is a mental space where the 
exile poet's poetic inspirations come from. Cities traveled as surrogate homeland are 
actual geographical spaces to substitute for the native place. The linguistic 
homeland is constructed by language in order to facilitate the interactions between the 
exile poet and the larger foreign cultural context. However, these textual spaces are 
temporal images in the sense that they represent the present self, or the self after exile, 
of the exile poets, while the native place the past self. In other words, the exile poets 
try to retrieve the past identity into a new one by putting the pre-exile memory into 
the new temporal and cultural framework. In doing so, the exile poets attempt to 
reconcile the differences between the past and the present selves, and between the past 
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and the present living environments. 
The textual spaces can never be perfect surrogates to the home country both as a 
physical and spiritual homeland. One major reason is that each of the text merely 
deals with a part of the self of the exile writers; thus they can never regain a unified 
identity. First, when they write about the memory of the native place as imaginary 
homeland, the contradictory forces, the nostalgic feelings and the subversive tendency, 
are still in conflict. Each text only represents either the nostalgic or the subversive 
sentiments. Secondly, when they portray the cities traveled in terms of their 
pre-exile memories of the native place, they would realize that they can only identify 
with some, but not all, the sensory stimuli perceived. Therefore, when they write 
about a city in each of the poem, they are fascinated by the familiar stimuli, but they 
are also frustrated by the unfamiliar ones. Thirdly, a language cannot serve as the 
medium to interact with both the private self and the foreign cultural context. For 
the monolingual Beidao, his native language functions better as a material to construct 
the private shelter than as a medium to connect to the larger foreign cultural context. 
For the bilingual Brodsky, the private and the public selves are still split when he uses 
two different languages一the native and the adopted language respectively~to 
represent the two selves. The split selves can never be reconciled when each of the 
poems is either a construction of the private shelter or a space to connect to the 
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foreign cultural context. The images of homeland lacking cohesion represent the 
split identities of the exile poets. 
Another reason for the failure of the imaginary homeland is that the selves of the 
exile writers remains fragmented. The imaginary homeland only selectively 
represents those parts of memory of the native place that the exile poets prefer to 
identify with. While Brodsky has more poems about the unique weather and 
landscape of St. Petersburg, he has fewer poems about the scenes of military 
oppressions than Beidao. Brodsky's subversive tendency is revealed in his 
anti-authoritarian attitude towards the political powers in general, including 
democracy. It means that he is trying to negotiate a new identity by reassuring his 
intimate relationship with the Russian soil while developing a new perspective 
towards political authorities. Beidao has a totally different approach as he favors the 
use of the traumatic memories to manifest his individuality. This is an idealized 
identity because he chooses to appear as a hero, instead of a victim, when he writes 
about the harsh oppression by the Communist China. The fragmented identity is the 
unique feature of the political exile writers as the experiences of political oppressions 
halt them from a total identification with the native country. 
The feeling of homelessness persists in different forms for the rest of the exile 
poets’ writing careers after exile. The problem of forgetting the pre-exile memory is 
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one of the examples. As shown in the first chapter of this thesis, Brodsky attempted 
to preserve his gradually fading memory about the Russian soil both in his early exile 
poem in 1977, “The Fifth Anniversary," and in "A Photograph" written almost at the 
end of his writing career. The traumatic memory about being deprived of personal 
freedom is another obstacle that the exile poets have to overcome. Therefore, 
Brodsky presents his viewpoints about political authority both in his famous poem 
entitled "On the Death of Zhukov," which was written just two years after his exile, 
and “To the President-elect," which was written just four years before his death. 
Beidao also expresses a consistent outlook on political incidents throughout his 
writing career. "Prague" is a 1990 poem about the military incident in the Czech 
capital; while "Ramallah" is a 2002 one about the conflicts between Israel and 
Palestine. In addition, the exile writers find themselves unable to resolve the 
problem of the uprootedness of language. While Beidao's "Local Accent" is about 
the poet's inability to adapt to the foreign linguistic environment at the beginning of 
his life in exile in the early 1990s; "Unlock," published in 1999, is his attempt to find 
a way to interact with the foreign linguistic context. Brodsky retreats into the private 
linguistic space in "Part of Speech" written in 1976; his 1995 poem, "Anthem," also 
shows his efforts to integrate with the new living environment. The creation of 
homeland in textual form is never an ultimate resolution to the problem of 
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homelessness. The themes of homelessness appear recurrently in Beidao's and 
Brodsky's exile poems written in different times in their writing careers, thus 
homelessness remains an irresolvable problem for the two exile poets. 
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